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Horror films thrive frosi er«r 9 y created via their stark imagery, 
those memorable elemsnta and characters burnished into the con- 
sciousnesa of the movie-going public: razor-sharp venpire teeth 
reedy to plunge into delicate soft fleshi an angui^wd man looking 
down at hairy palms ss the luminescent full-moon beckons overhead; 
a raging thinder storm thrusting bristly lit spinning Hheels 
into notion to bring life to the dead; and finally, the dazed 
expressions of herky-Jerky, brain-dead zonPies- their arms groping 
like the blind -instinctively searching out the fiesh of the living. 
Mhat vampires, werewolves, and Frankenstein’s monster meant to 
the generations of movie-goers of the past, zooPies today inspire 
the latest generation of horror movie connoisseurs. Even thou^ 
the American zombie film can be traced back to such innocent times 
ss the fifties' lEEKACC ZOHBIES, Vsl Lewton'a 1 WALKED WITH A 
ZOMBIE, and the Halperin Mothers' ttilTE ZOMBIE, the breed of 
zonPie film that inpacta such an insidious hold on today's audiences 
primarily began with George A. Rcmero's DEAD trilogy: NIGHT Of 
THE LIVING DEAD (1968), DAWN OF THE DEAD (1978), md DAY Of THE 


DEAD (190$). Unlike the scores of toxic waste celluloid whiidi 
Bomero'a filma cfiiekly generated (they being almost always imitative 
and all so Infarior), Ftomero dafinitely has an artistic method 
to his cwmmrcial madnesa. By delving into the "flesh" of these 
three moviea, (tomero's artistic vision begs for furthsr analytical 
<^i9fidctlan. Not to iiiply that Romero is not first and foreuBst 
s cosnsrclally Inspired filnnaker, but perhaps surprisingly to 
some, his films do coeMunicate intellectual ideas within their 
gors-splattered veneer of disgust and outrage. 

NICSTT OF THE LIVING DEAD, that Initially forgotten drive-in 
prograrnnsr, vPsn first released in 1968, cau^t critical attention 
simply on the virtue of its excessive obnoxiousness. Every element, 
Lpon initial viewing, appeare to go over the top- with the exertion 
of the budget. Some aoparrasaingly inadequate acting, working 
within a very limited on-locating setting, undermines the effective- 
ness of the film. NIGHT OF THE LIVING DEAD garnered media attention 
beemee it dared to shock audiences in s omnner considered taboo 
by the motion picture oanmimlty- by grephlcally deleting hum 


camibaliam. But Romero, true to the hippie-inspired “do-your-OHn- 
thing" sixties, mss b lone wolr, a maverick menirested an 

undisguised comnercial cgotive in producing and distributing movies. 

NIGHT or Itc LIVING DCAO, more ao than his later movies in 
the series, shows Romero's "roots," heving formerly produced both 
induatrial snd documentary films. LIVING DEAD is basically two 
movies existing parallel to each other in time. The firat movie 
is the newly emerging dramatic cinema-side of Romero, projecting 
a morbid tale of survival featuring a microcasm of American society 
forced to work together (even thou^ they are at each other's 
throats) or die. The pressures created by a world of ever-increasing 
living dead who constantly attenpt to "conquer” the household 
are actually secondary to the deaeneitiring huaan bond existing 
between the living occipanta within the house. It ia no coincidence 
that director Rceero'a name appears siperiiipoeed over the image 
of the Amertcen flag in the opening credits. 

The second parallel movie is the more familiar (to Romero) 
one of clnems-verite, the documentary. As inhabitants of the 
household bicker snd yell over where the best place to die would 
be, the radio (at first) and leter the television create a show 
in itself. Via the media bulletins the audience leame of "...epi- 
demic mass murders. . .mayhem. . .engulfing much o' nature." News 
bulletins reveal that these "things" (the most oft-uaod term to 
describe the living dead) were crested from radletion emitted 
from a NASA satellite destroyed by the goverrment after It was 
returning to Earth after orbiting Venus. We learn from television 
that "people who recently died are Doming back to Ufa and seeking 
hunan victlma." Citizens, at first wemad to remain locked-ip 
tight in their houses, are now advised to move to National (kiard 
controlled resue stations throughout the state (such real-life 
Pennsylvsnis cities aa Latrobe are posted aa rescue centers across 
the bottom of TV screens). Scientists interviewed on television 
encourage citizena to "forego the di^ioua comforts a funeral service 
might give. . .corpses must be burned." George Romero, in e amall 
caneo as a newscaster interviewing NASA scientists on the street, 
syntralizes the process of what Romero the filnmaksr has become- 
a documentary movie-maker cau^t within a world of dramatic explolta- 

Let's not be pretentious! NIGHT OF THE LIVING DEAD was probably 
envisioned by Romero as his "meal-ticket" to the smorgaabord of 
big-time, coimerclal success. HcMver, LIVING DEAD becomes a 
riveting eiperience mainly because of the intricate relationships 
existing between the major characters and the human society at 
large. /Vxl these human reletianahips are framed within the larger 
context of man's trivial need to dominate his fellow men. 

Three societal "worlds" exist in the movie: everywhere "outside" 
the secure home, the "upper" level consisting of the first end 
second floors of the home, and finslly, the basement or the "subter- 
ranean" level. The "subterranean" level houses Harry and Helen 
Cooper, a middle-aged married couple who thirSc only of their ovn 
femlly's survival. Also down there are Tom and Oudy, the "cute" 
and generally good-hearted teenage coiple. 

The "ipper" level la occupied by Ben, a determined and pra^natic 
young black, and Barbra, a young women suffering emotionally from 
witnessing the death of her brother Johnny, her entire performance 
reflecting her trance-like state of shock and psychosis. 

The "outside" ia conprised of ghouls feeding upon the living 
and police-directed citizens' patrols vAw roam the countryside 
shooting the breina out of the living deed ("kill the brain- you 
kill the ghoui") and burning the bodies. 

Via the fiemer in which Romero intersperses these three "levels" 
of society, illustrating pressures from within each stratus and 
from without, the substance (dare I say thematic definition) of 
LIVING DEAD becomes apparent. 

As the viewer is firat Introduced to Ben's world of the "ipper" 
level of the house, the barely cognizant Barbra merely sits and 
atarea, once in a while screaming, "We got to help Johmy,” as 
the quietly determined Ben romda ip food end mppliea end barricades 
windows end doors with svsiltfle lunber. Unknown to these two 
survivors, the Coopers and the young teensged coiple have been 
hiding in the cellar listening to and i^vorlng all activity above, 
thus avoiding a chance to help other human beings. The bald, 
titular leader Harry, finally appearing above, startles the already 
terrified Barbra and announces that the basement is the safest 


place to be. "Why risk our lives becsuea somebody might need 
help" beat sume up Harry'a "me-first" attitude. 

Ben, leader of the "ipper" level, thinks Harry la foolish to 
suggest that all survivors lock t homa alves down in the cellar 
where hunans may find themsalvaa with their bai^e against the 
wall without any exit. Harry believes that the flimey boards 
offer little protection above. Helen ia ipsat with Harry when 
^>e learns "there's a radio thara and you boarded ua down here l" 
The taciturn yet diplomatic Icm offers, "Ws'd all be a lot better 
off working together." Ben rinaily seta the boindariee as Harry, 
retreating to his "subterranean" world (where his dau^ter Karen 
liea sortally wounded), tries to gather together people who support 
his oatrish ideas of survival- "Me ray not enjoy living together 
but dying together won't prove anything." Ben conmanda, "I'm 
boss ip here. You can be boss down there. I'm fluting up here 
for the food and the radio!" Harry glualy responde telling everyone 
that when hie cellar door ia locked, it remains locked and will 
not be reopened. But in a matter of moments, these little minds 
playing 'king of the hill" once again merge their respective "worlds" 
together again. Wherever survival is involved, Romero shows us 
the true neture of hurmn beinge: self -serving, greedy, jealous, 
and caring only for their own survival and petty power. 

This insensitive vision of huianity is continued "outside" 
eabodied by the police-directed citizene' rescue patrols. While 
being Interviewed by a reporter (actually local Pennsylvania TV 
personality Bill Cardille), the local police chief reeponda enthual- 
aatically, "Beat 'em or bum 'em- they go pretty easyl" When 
asked if the ^rouls are slow raving, the police chief a n o w e ra 
mstter-of-factly, "They're dead. They're all. . .messed ip." The 

Top: Three distinct personelities cls^ (l.-r.s distiabed Bartars, 

pra^atic Bra, rad diplomatic Tom)} Bcttna: The (teed ctn't stay 
deed for long in N101T Cf TIC LIVING KAO, itararo's first "clraeic" 




After feeding on youig Tea end July, the living deed uee e ri rod 
to ov er poeer the huan oocifiaits of the houee in lIVIMi OCAO 
reporter finally iapliee that this police action can hopefully 
be wrapped up in 24 hours. themotionally cennitted, the police 
approach their duty aa thou^ they were picking off a horde of 
wild dogs instead of blowing swsy the rerains of hunan beings, 
deny of idiich were their neighbors and frienda. 

MGHT or TIC LIVING DEAD not only explores the lade of hunsnity 
existing among the living, but briefly investigates huasnity's 
lack of respect for ite deed. Ihe movie's initial sequence- Johnny 
and Barbra putting a wreath on their father’s grave -projects 
the ccaeionly held cynical tons that many among the living harbor 
toward the dead. Johnny conplains about driving six hours from 
Pittsburg- their mother's spscisl request -to spend five minutes 
once a year changing the wreath on the grave aits (while elderly 
nether remetna at home). He amoylngly mentione the fact that 
he is probably buying the same wreath year-after-yesr. te teibrs 
BOleieily kneals to pray, Johnny disgustedly interjects, "Cora 
on Barbra, church wse this nomingl" Even thou^ the satellite 
radisticn becomes the logical explanation of why '^nurder victlne... 
partially devoured by murderers.. .ere killing and eating their 
victims. ..eating the flesh of the people they kill," Romro'a 
hell-on-Earth- hunan beings literally and synbolically eating 
each other -appears to be Juet as much the result of the living's 
insensitivity to each other and its disrespect toward the dead. 
Perhaps ISVENGE Of THE LIVING DEAD mi^t have proven to be a more 
fitting title in retrospect. 

Ranning his point home, Romero, by the film's cllmex. Juxtaposes 
the ultimate disintegration of human brotherhood with the final 
victory of the dead. After yoimg Tom end Judy are consuned in 
the fiery explosion of e pick-up truck, their burnt flesh becoming 
a grisly, ^wuliah feast, Ben fl^ts hie wsy back to the houae 
only to face Herry'e refusal to unlock the front door. After 
Ben practically breaks It down, Harry imasdiately comes to the 
black man's aid when it a ppears the ghouls will overnsu the house. 
Visciously puaraling Harry, Bsn swears, "I ought to feed you to 
these thingel" After being motivated by their huean nourishment, 
the living dead, using the human's heavy wooden torch as their 
rsm-rod, sttenpt to break through the boarded barricades. Hscry, 
seizing the opportunity, grebe Ben's fsllsn rifle (while Ben strug- 
gles to pieh the spastic hands and arms of the dead back outside) 
and orders everyone down Into the basement- hia terrain. Ben 
and Harry wrestle for control as Harry ia critically wounded by 
a rifle bleat, and Harry crawls into the cellar to die at the 
foot of his dau/^ter's bed. Momantarily, the daughter (having 
died becoming 'Vne of those things") begins to nibble upon Daddy, 
soon bactming auxJdenly Interrupted by a dazed Homey. Coldly reaching 
for a garden spede, the little girl savagely (yet unemotionally) 
stabs her mother to death. This atark image of young innocence 
creating this ultimate act of violence with parsnta as the vlctira 
remains eerily umerving still when viewed todsy. Ifistairs, as 
the ^viuls overrun the house, Barbrs is confronted by Johnny, 
her brother, who hae joined the ever-increasing league of the 


living dead. By morning only Ben sujrvives, and he ia Just as 

cooly end cslculatadly shot throu^ the forehead by the citizens' 
rescue team who essune he is s ^wul- "Aim right between the eyes... 
good shot, he's dead. There's another one for the fire." 

As human insensitivity increases, aa humanity is consumed by 
its own vices and frallities, the snues of the living dead increase 
in both strength and numbers. Our three societal "worlds"- the 
"outside," the "upper” level, and the "eubterraneen" -all will 
perish, all being over-rum by scores of the living dead Caking 

their revenge. 

To further grind ouit the point, Romero places his end credits 
superimpOBBd upon reelietic, grainy frseze-fram photos (they 

could be directly out of the front pages of tamorrow's newspapers) 
dlaplaying corpses (incluxJlng Ben) being piled high into human 

waste piles reedy to be buimed. 

As an involving midnight/drive-in/cuilt movie, NIGHT OF THE 
LIVING DEAD succeeda only too well. It is scary, violent, sujspense- 
ful, stomach-turning, and involving. This most audiences readily 
adait. Hhat most audlencea fall to observe is that LIVING DEAD 
is also, in its own bargain-basement way, apocalyptic. 

Ten years later, emerging with a substanlally inflatsd budget 
and a superior technical crew, 197B brought George A. Romero's 
first sequjsl, DAWN OF THE KAO, to movie theater screens across 
America. In s daring political movie, refusing to edit the excessive 
gore for an "R" rating, nor accepting the pornographic "X" rating, 
Romro released the film "NR"- not rated, supposedly assuming 
a quick, comierical death. Surprisingly, the film received major 
distribuition with accompanying progron books and tee-ahirts sold 
inside theater concession stands. DAWN OF THE DEAD ushered in 
the era of ultrs-gore, becoming, if nothing more, a water-shed 
film daring to transcend accepted teste and the strong political 
arms of the MPAA rating board. But like NIGHT OF THE LIVING DEAD 
before it, DAMN succeeded not only by being irreverent end tastslese 
for its '^lorty-hardy" adolescent audience, it auicceeded en artistic 
Intent and its ability to connunicate a message to Its violence-in- 
duced audience. 

Probably due rare to increased buxlget than any other factor, 
DAMN OF THE OCAO's saclsl strata have expanded from the original 
boumdsries of the "autsida" world, the "upper" level, and the 
"siMerranean" level. DAWN introduces the three levels of 'lielicop- 
ter in flight"- the only safe place to be -which obliviously flies 
over the zonbie-infested, dying world of the living. On land, 
at the subujTban mil, the living intelligence once agein occupy 
the "upper" levels while the living dead occupy the "aubterrenean" 
levels of the shopping center. Once our four protagonists- two 
SWAT menbers and two medle people -barricade th emoe tvea in the 
tumnel-storage network above the mall, the mein stairwell leading 
up to sanctuary is totally iTxired and declared off-limits even 
by humane so that ghouls will never gain access to the upper level, 
not even by accident. 

Since NIGHT Of THE LIVING DEAD ended, human society is crumbling 
as the dead are literally over-running the living. The TV station, 
now becoming the aywbol of rational society, has only one goal 


IN DAMN OF TIC CCAD (1978), the ^louls exhibit siTia of intelligence 
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-to remain broadcasting. Again playing a ceneo role early on, 
Romero portreys a television director attainting to keep hie station 
on the air, but the sense of panic and disintegration la prevalent. 
On a much more personal level the federal goveiment, via the 
media, states. "Citizens nay not any longer occtny private residences 
...no matter how well protected or stocked." One station technician 
srmoijnces, "We'll be off the air by 12- that's when emergency 
networks take ever. ..our responsibility is finished." Qjr 'Vione, 
sweet hone" is outlawed, and the government is taking over the 
air-waves. Certainly, civilization has crashed in the wake of 
necessary totalitarianlsm- 

HcMcver. Romero's most meaningful aoquance, end one of the 
most visually repellent (m^ing it s definite crowd-pleaeer) . 
is the 94AT invasion of an inner-city tenement building, trying 
to apprehend Martinez, a "generic" minority outlaw. As the profes- 
sional police army infasts the dilapidated apartment building, 

many innocent residents huddle together as gm blasts tear the 
wells out. As the SHAT team attacks, assorted policemen yell, 
"Low-life bastards ... Blow all thsir PR and Ugget aasest Big sss 
fancy hotel- this is better than 1 got!" When one policeman is 
shot throu^ the forehead, a fellow officer goes "ape ahit" brewing 
into apartments at random savagely murdering irmecent dwellers, 

cutting them down with automatic weapon blasts. "Coaie on you 
little bastards... tee, heel" he sadistically giggles, totally 
excited by his own indiscrimlnste violence. Hearing gas maaks 

and uniforms, the police army resembles In oe cts. They definitely 
look alien, as the scurrying SHAT mentmrs try to siiidue their 

renegade menber. 

Iimiedlately thereafter, one innocent tenement victim, rivot 
to death only moments esrller, suddenly and violently retume 
to un-life. SHAT menbers are overcome by frl^tt one is even 
too terrified to shoot the dead "thing" in the heed. Momentarily, 
he points his wev>on toward his temple and blows his cmi brains 
txjt. Suxtapoeed to earlier scenes of hunen savagery with the 
police ravishing irmocMnt people, we now have scenea of the same 
SWAT teon just ee callously and cesually 'S<S 8 ting" armies of the 
deed. 

Down in the "sibtorranean" level, the building’s basement, 
bodiea of the recent dead are tenporarlly buried ea the tenement's 
elderly black minister says Isst-rites over their bodies. CKir 
two future major characters, black Peter and white Roger (a continu- 
ing motif In cech of Romero's three zonbie fllne) decide to "run" 
to save their own necks in the safety of a friend's helicopter 
(enter Stephen and Fraiclne, two employeea of the recently dlecuesed 
TV station]. Before Roger and Pater put these victims of the 
zoirbie epidemic back to permenent rest, they ere confronted by 
the minister hiraeelfi "You are stronger than ub, but soon, 1 think, 
they be stronger than you... we must atop the killing or lose the 
warl" When Roger ssks Peter why these corpses tmro stored here 
in the first place, Peter resporxte, "Becauae these people still 
believe there's respect in dying." 

Perhaps more vividly and powerfully expressed than It ever 
hes or ever will be eipresaed, Romero has brilliantly tranepoaed 
OANN OF nC XAD sode e aiixirban dxpping ubII into an arena of 
the dead - note the wesring nothing but terauts shorts 




Ewn ^litai are not spared the 'Hai deaf fate in Rooero's OMM 
the police brutality of human beings to the brutality of the living 
dead without missing s beat. This sequence has both the purpose 
and effect of desensitizing the audience against future acanaa 
of extreme violence and mutilation. The audience is at first 
horrified, sickened, and repulsed by sequences of ultre-violence, 
but pretty soon it accepts such sequences, sits wide-eyed when 
even more outrageously equeemiah end debilitating gore sequences 
emerge, and finally, the audience appleude future visceral violence. 
The audience, es manipulated by grue-maater Romero, hae acquired 
the same herd-ehell that allows it to not only accept but relish 
the dissection of hanan fleah just es the SHAT teem portrayed 
on screen enjoyed blood-shed for its own reward. {Also, the SHAT 
team learns that tum-sbout is In d eed fair play ee the same violence 
that they at first initiated is now directed eoainst them! ] Just 
as NIOIT OF THE LIVING DEAD reminded its audience of the disrespect 
that the living holds for the dead (Oohmy's conpleint of having 
to place a wreath on his father's grave), OAHN OF THE DEAD again 
reminds the eudience of this sacrilege down in the basement of 
a tenement building where the poor, who cannot do more, respectfully 
remenber their dead. 

Bjt even the living dead fail to remain static, non-thirking, 
non-feeling hmen residue in Romero's vision. They too are evolving. 
IVbe situated atop the mall, our four major chsractere wonder 
why the dead eerily circulate in a morbid mimicking of action 
carried on In regular life. One hunen survivor notes, "A memory, 
instinct.. .this place was inportant in their lives." Creating 
one of Romero's most powerful images, these hmen survivors 
activate the mall's operations room turning on lights, music, 
and sales promotions es the grotesque, decaying dead emtlonlesaly 
saunter about, oddly contrasted to equally expressionless mamequlns. 
Ghouls, in herky-jerky spurts, walk into glass walls, stumble 
into vegetative ponde flapping arcxbd, and tumble down eecalators. 
The images of the ^loule theaselvea are startling as well es hunorous 

an over-wei^t zonbie weara nothing but Bermuda shorts, a heed- 
shaven Hare Kriehns bangs a taidieurine (whose blank eipression 
looks exactly the same, living or deed), and a solitary out-of-place 
nun represent only a few odd examples. Several zonbiee even attenpt 
to play hockey. 

But thou^ Romero utilizae such stereotyping for both hunoroue 
end shocking effect, his legion of the dead hes became an evolving 
epecies no longer menbers of the hunon family. One lone medie 
broadcast offers, "Are these cannibals- no. This ie Interspecies 
activity. • .they prey on humane, but not on each other.. .that 'a 
the difference." A hint of intelligence is next touched 14 XX 1 ; 
"...seemingly little reeeoning power- but skills ramein baaically 
remenbered from their normal life." The ^kxjIs ere finally described 
ae being "motorized instinct- not family menbers or friends." 

Sometimes Romero humorously reminds us of the savagery contained 
within the hman species which rivals or even surpasses the violence 
of the living dead. Earlier, before arriving atop the mall, the 
helicopter safely travels over rural Johnatown. An occipant of 
the copter declares, "These rettveks are probably enjoying the 
whole thing" as the audience partakes in e brief interlude of 
hunters loading ip, swigging beer, and taking pot-shots at zoabies 
as weekend sport. Later Peter, coming down from ceiling paneling 
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Mxm: Even If the Living eertiere of the teneaent txiilding ret ^ iect 
their ctoed in MM Of TtC CCM>t the cMad certeinly do not respect 
the livingi Ct]pasite: Hoeerd thor—i ae Bii>, a zoebie «ho is being 
Sretm^" the eeaence of hiaenity fm DAY Of DC CCW (19eS) 
above, drops into a aporting goods store to apprehend an arsenal 
of Msapcns and aasno and la startled by several itioixited animal 
heads on the wall reminding the viewer of a aimllsr trophy room 
sequence from NIGHT V T>C LIVING DEAD, as well as reminding the 
viewer of accepted inetances of actual hvran violence directed 
against our friendly other*species "children" of nature. 

After the foursome has "conquered" the mall, after having des- 
troyed the majority of rorabies within (two huge 12 -wheeler trucks 
are used to block the mein entrances), "civilization" intervenes 
with clean-i 4 > detail initiated diapoaing of corpses, new raids 
on the mall for hair-cuts and new clothes, and finally, Stephen 
And frencine enjoy an eloquent candleli^t dinner. But this respite 
is flaeting, and as the foureone stand over the deserted nail, 
the thuaping of ghouls potnding to enter heard in the distance. 
Pater intuitively reveals, "They don't know why- they Just ranenfcer.. 
remember they went to be here. • .they're after the place ." Finally 
remabering the prophethic words of his Voodoo priaet grandfather, 
Peter glumly reveals, "When there's no room left in Hell, tt« 
dead will walk the Earth." Thus Romero haa created a pivotal 
image of hie zonbie-infeated worldi the apocalyptic vision of 
literal hell-on-Earth, the hell created by hunan cruelty and Ineenei- 
tivity. Mnanity has made its bed of dread and must consent to 
lie in it. Frsncine saks, "What are they?" Peter re^xmds, "They're 
w... there's no more room in Hell." 

Shortly after thia facade of normalcy is srscted, the reality 
of hell-oo-Earth awiflly retuma. Roger (the victim of an outalde 
zoebie attack), alowly dying on a mattreaa repeatedly being injected 
with large doees of morphine, an earlier victim of his own self-con- 
fidence and oarelesanesa, screeme and telle Peter, "You take care 
of ma when I go. ..I don't want to be walking arotnd . . . 1 ike tlut! 
Don't do it until you're sure I'm coating back- I'm gonne try not 

tntsrsperced to Roger's death agony is the final TV broMlcast: 
the station la in obvious disarray, on-camera interviewere hold 
bottles of beer in hand, and the interviewed acientlat-gueat yells 
at his mini-audience to shut up. "bains are already dead and 
the idiots ore alive.. .I'm trying to help you Ammisa," he 
ravee. His augg eo tiona include feeding the deed in order to control 
them and "niicing" all major cities to wipe out the pestilence 
(the baby as well ss the bath water). 

As the broadoBst continues, Roger dies, returns to ghastly 
i.n-Iife, and ss Peter fires the shot ending his reanimstion to 
hell-on-Earth, the scientist, over the air-waves, pleads with 
his audience, "We've got to remein rationali there's no choice. 
It's that or the end)" The truth has never been more acutely 
generated via Romero's ekillful technique that hmenity has fallen, 
the dead have over-taken the living. 

Soon, the motorcycle raiders, a profeasional army of bikers, 
invade the mall, breaking through the entrance, allowing thousands 
of zonbiea to enter and over-take the sail. These crazed, irration- 
al, and fun-loving hedonlata represent our culture's "Jock''-aesthetic 



to the hilt. For the cycle gang, the zonbiea are easy prey- ridicu- 
lously so. Motorcycle raiders enjoy pelting zombies with pies 
in the face and shooting Seltzer weter in their heir because zombies 
fail to offer any real resistance. Thus, when leader Torn Savin! 
finds the mall protected by a human army of living warriors, hie 
face becomes damentediy thrilled with the proapect of a real, 
challenging encounter. The acts of violence conmitted by armies 
of the dead are no worse than the joyful violence cormitted on 
them by these depraved hiznan survivors armed with sledge h a m m e rs 
and machetes. 

Ironically, Stephen, trapped alone in the elevator, seriously 
wounded by s shot from a cyclist, is overrun by a dozen ghouls 
•bo savagely bite him to death. Returning momentarlty to resurrected 
life, Stephen's memory and inetincts lead the zombie brigade to 
the hidden passage leading to the etairvuell which leads to the 
"upper” level of safety and human control. Peter, after pu/tting 
Stephen to peace, briefly considora putting the next bullet into 
his temple, but quickly decides to opt for life, ^wotlng ^wxile, 
end running for the safety of the helicopter now manned by rookie 
pilot Francine. Tt>e two fly straight 14 ) to momentary safety forsdu- 
ing the mall which now has been cDux)uered and is controlled by 
armies of the living dead. 

AuMMrding to George Rcmero, iPSS's DAY OF THE DEAD, the final 
link in the trilogy, was not the film he originally envisioned. 
Citing an option to receive financing for a big-bixJgeted picture 
only if he alloi«d editing for an "R" rating, the maverick ftomero 
once again rebelled, opted for hie almost necessary "NR" rsting, 
snd thus received only the partial budget he required to produce 
the epic apocalyptic finale envisioned in hia mind. Due to shoddy 
diatriburtion •bich opened the film in very limited, selected film 
markets aometimes several months apart across the nation (therefore 
aaving money by producing fewer prints which could be recirculated 
for different city premieres) , DAY OF THE DEAD never had the oppor- 
tunity to beuKime the financial blockbuster that DAWN OF THE DEAD 
had been. &it even thoujgh most genre buffs cite the nlddle-produjced 
DAWN as best of the threeacme, DAY OF THE DEMI- for its sheer 
claustrophobic horror, its totally disgusting and utterly believable 
gore-effects, and Its artistic vision -strikes me as the most 
creatively startling of the bunch. 

Ae Romero the filimnaker becomes more Innovative and stylish, 
some of his earlier flaws as s craftsmen beccmie more glaring. 
For instance, Romero has never utilized rec^ignized proFessionals 
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George A. ftoeero, the Tether of "cplatter," poses with his children 
fm DAY or nc DElAOt the eoet creetlvely stertling of the trilogy 
in the csst of any zonhie film; at best "adequate" is the kindest 
word to describe perfomances by unknoMns such as Duane Jones, 
Ken Foree, or Gaylen Ross. CMY OF THE OEAO's erphssis on over-blown 
comic book caricatures of real hunan beings begins to grate on 
the viewer’s aenaibilities. However, the performances of Richard 
Liberty as Dr. Logan (aka Frankenstein) and Howard Sherman as 
Bub, Ronero's first zombie with personality, transcend these typical 
acting deficiencies on behalf of the rest of the cast. Romero, 
who has always bean more concerned with the visual look of his 
productions (the cinematography, the special makevp effects including 
state-of-the-art gore effects created by Tom Savini in the second 
and third DEAD features), stretches his creative talents in DAY 
Of THE DEAD by concentrating more on a talky idea-ladden plot 
and more fully realized characterization of at least a few of 
the major personalities introduced. But if growth can be obsarvec 
in DAY Of THE DEAD «*»n compared to the far cruder NIGHT Of THE 
LIVING DEAD, there also exista an on-going continuity of themes 
and images Introduced in the earlier two movies. 

On s basic note, just as Romero's nane appeared siperinposed 
over the image of an American flag In 196S, in 196^ hla name appears 
superiiTpoaed over both the image of a movie theater marquee m-id 
over the image of a decaying maggot-infested corp se . Not only 
haa social order deteriorsted, but the hu«ir species has bew 
wiped out by the time DAY Of THE OCAO arrives. 

Romero is similarly preocci^iied with the "levels" of social 
strata that hia doomsday world exists i^xn. Beforehand, the ghouls 
occupied the lower-depths (the cellar, the besement of the tenement 
building, the ground level of the msll) end humans dominated the 
ipper-levels (with ultimate safety offered only in mid-air via 
the helicopter). Now, in DAY Of THE DEAD, the ^xxila dominate 
the ''i4>per" levels and hutrons are forced to operate "down below" 
in the hallowed, siA>terranesn bowela of s nearly deserted mlergroird 
military installment. But even there, even in the infinite mine 
shafts, the zonbies out-nifiber hunan beings (Dr. Logan esticnetea 
the ^khjIs out-nurber humans 400, (XIO to 1). Thus, the only safety 
still remains the safety of flight- hi^ above the venom-infested 
Earth. And even there safety exists only ss long as fuel can 
be found (fuel which is manufactured only by the ever-diminishing 
living) . 

Evolving as a visionary filninaksr, Romero cleverly frmnes his 
third DEAD movie in three disconcerting dream sequences. The 
first, concerning scientist Sarah (Lori Cardille, the daughter 
of "Chilly Elilly" Cardills, one of the on-screen reporters In 
the original NIGHT Of THE LIVING DEAD), Involves her alone in 
a concrete brick room, staring at a calendar that is marked off 
to October 31. As she slowly reaches out for the calendar, her 
weary herd outstretched, a sudden explosion of ^leulish hands 
and arms rip throu^ the concrete walls toward her. She suddenly 
awekens in the safety of the cockpit of a helicopter. 

In the middle of the film, after being exposed to De. Logai'a 
Grand Guingol operating room of the absurd whereby she witnesses 
a ghoul (its sbdomenal cavity opened) attespt to sit up as intestines 
and stomach entrails flap to the floor, Sarah aits in friend Miguel’s 



Here ■rt ce nvfeffects artist, Tom Savini, poaee in his workahip 
liibed ’■Savini-Land," preparing effects far DAY OF TIC DEAD. 
Savini Joined taaero with MARTIN, ultra-violence vsapire filmi 
quartera watching this living hunan being's guts apill out suddenly 
as he groggtly rises from hla bed. Sarah suddenly returns to 
the world of reality ahefcing off the ni^tmare. 

Then, et DAY'S finale, as Sarah and two other survivors run 
to the copter from one direction, the amy of the dead rushing 
to converge ipon the copter from the opposite direction, Sarah 
is first to reach the security of the helicopter and first to 
be descended i 4 >on by one huigry ^wul already waiting inside the 
copter. Reelity (or is it still a dream, s drewi of life as death 
overtakes her?) Intervenes as the survivors are comfortably landed 
upon a tropical beach fishing ss the helicoptsc aits silently 
on the beach. 

Besides their obvious shock value, these dreams are important 
for furthering character development tfd creating interesting 
visual images, for the first example, feminist Sarah is forced 
to assune the mesculine stereotype of acting hard-as-nails always 
being In control, but her horrifying end private nightmares (cbd 
her reections to these phantasmegorlc interludes) reveal vulnerabil- 
ity hidden below the surface. Secondly, the horrifying image 
of a ghoul literally spilling its intestines Juxtaposed to the 
image of a perfectly healthy living hunan doing the same allows 
the viexer to discover the extent to i^ich our human sensibilities 
have been hardened, deadened, and desensitized. If the raw disem- 
bowelment of a corpse doesn't advereely affect the viewer, perhaps 
the disenbowelment of a living person will. To most gorehouxis 
the difference makes no difference, but this conditioned reflex 
performed on the viewer allowing him to readily accept hunan dismem- 
berment without becoming emotionally involved lies at the heart 
of meaning in the Ftamero trilogy. This process of watting this 
dream sequence approximates ths procsss in society at large of 
hunenity becoming something leaa-than-humen. And Romero seems 
to be Implying that this process is not limited to on-screen action 
alone! 

In fact, Logan and BlD, in a not very subtle replay of 

the Ygor end Monster relationship from SON Of FRAMTENSTEIN, drive 
home the theme of the emerging hunenity to be found in the living 
dead compared to increasing levels of savagery to be fouid in 
the hunan animals. Aa Logan, the mad genius vd titular leader 
of the scientista, is pressured by the military to show practical 
results of his work, he announces, "I'll show them that these 
creatures can be domesticated.. .we can condition them. ..ccmtrol 
them. ..it's our only hope!" 

Trying to condition the ghouls by feeding than military issued 
"beef treats" which the ghouls (and the llvingl) refuse to eat, 
Logan proclalfiB he is only trying to "...satisfy the urge. They 
AFe extensions of us, the same animal but functioning less 

perfectly. They can be tricked into being good little girls wxj 
boys. ..Reward is the key, they must be rewer d edl" After the ghoul 
throws hia can of food ewsy, Logan scolds the thir^ ss If it were 
a naughty little boys "You can just stand there in the dark and 
t^'ink about >*net you've done." Logsn turns the ll^ts off w 
the living deed corpse, shackled to the wall, growls. 
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But Logan's najor succesa, and also the perfo r men c e emprlae 
or the movie, ia Howerd Shermen's portrayal of Bub, the ghoul 
that allowB Logan to be in close proalaiity without eying the scien- 
tist aa a meel. Allowing BlA> to exaakine a paperback copy of Saleai's 
Lot, a razor, and s toothbrush, the ^uul raaaebers and mimics 
the rote behavior asaoclatsd with "using" these articles. Mwn 
Cviaih fhodss enters, Bii), who is now axaaiining a a telephone, 
salutes nrades recoTiizing his military dress. The captain refuses 
to return the salute of this "pile of walking pus." 

Bub, more than sli^tly influenced by Biris Karloff's child-like 
portrayal of the Monster in BRIDE OF FRAMCENSTEIN (Romro even 
has Bub shackled to three inter-comecting wooden crosses on the 
wall), successfully creates s sensitive, touching portrayal of 
a non-living entity reamnbering plecna of prior existence. This 
seraitivity is contrasted to the not-so-aubtle rehash of returning 
to the pivotal fifties' motif of having the military battle the 
team of hURanitarlan scientists. Mhile this typecasting is energetic 
and f^ (the portrayals of military psychos Fhodes, Rickies, and 
Steel go directly overboard from the start, but still they delight 
strictly on s coaiic book level), the smaller relationships existing 
between Logan and Bib, Sarah and John (the laid-back philosopher), 
Sarah and ttiguel, and John and tteDsrmott are the only ones which 
ring true. Even Logan and Bub’s rslstlonahip hits an esotional 
peak (in a sequence again influenced by SON OF FRAMCENSTEIN) when 
Bub, wandering aimlessly now free, stimbles <f)on Logan's machine-gun 
riddled body (out doia> in cold blood when Miodee discovers Logan 
''rewarding" Bub with organa from h uman corpses), emitting screana 
of vengeance and cries of grief. Shortly thereefter. Bub, armed 
with a pistol, womda the fleeing Captain Fhodes as the over-ripe 
villain crawls down corridors (chewing the scenery every inch 
of the wey) seeking escape. Mwtting the audiences' desires, 
Rhode s opens his door of esca p e only to nn into the awaiting 
isgion of the dead who eviscerate the etill conacioua and acreaming 
fhodss, tearing off his lege and lower torso, splitting his guts 
open, aa the ever-advancing Bh aslutee the captein one finel 

Aa thia sequence occu r s. Sarah and McDermott, later aided by 
John, are locked behind the safety of the retaining wall and corral 
deep in the black ahadowa of the ghaul-lnfssted nine ehaft. Here, 
in this sura of claustrophobia and mood-evckad horror misaing 
since 1966, all hell-on-Earth breaks loeaa as Tom Savini pulle 
out all the stops (a ^wxjI'b head is cut in half with a shovel 
and rolle away. . .coming to raat- Its eyes still open and alert 
•the top heir of the head wetches ss hunens nn sway) enabling 
director Romero to mold thia sequence of genuine horror, perhaps 
even nmking it the crowning sequence of all three DEAD movlee. 
All the el emen ts of ths classic horror genre converge here: syepathe- 
tic humens, defence lees and marmad, have to survive in u pitch-black 
ni^tmare world where zoebies seemingly pop out of every comer 
out-nuibering end overwhelming the hueen survivors. The ^louls 
th emn elvee- horribly disfigured, Intuitively striving to satiefy 
their hunger -seem even more monstrous in this virtual underground 
funhouae from Hall. And against such odds, the hmane miraculously 
Miguel, ising hi— If as hu— bait, 1— a the living ckad down 
into the natal giumd edlitary Imilelltaiil f— DAY OF THE DEAD 


tap-vive. Amid atmospheric chills end ultra-gore, Romero (with 
Sevinl's invaluable assist) has crafted the ultimate nail-biting, 
popcorn crunching sequence of his career. 

But DAY OF THE HEAD has its philosophical component ee welll 
Wm end McDermott, seemingly the disinterested observers of the 
war of nerves between acientists and military pereomel, live 
in an isolated trailer (labeled "tlw Ritz") which ia decorated 
to appear as e paradise Island hideaway complete with tropical 
backdrive and beach Lsbrells. John, the once-again noticeable 
bitak hero, is the duo's philosophic mouthpiecei "Vfe don't believe 
in rfwt you're doing here. They got the defense department budget 
down here; they got the negatives of all your favorite movies) 
they got mlcrofiLned tax reports, imnigrant records, reports of 
natural disasters. . .>^t does it metter? Mb ere a 14 mile tonbstone 
with an epitaph no one will bother to read- relics of what once 
wssl...lta'va been pmished by the Creetor. He put a curse on 
us ao we mi^t get e look at whet Hell wes like. Maybe he ditta't 
went to see us blow ourselves up and put a big hole in Hia aky. 
He wanted to show us he wes the "boss man"- too big for our britches 
trying to figure his ahit outi" 

Ovitinuing to echo his philosophy (or Romero's?), John's solution 
is a siaple one: ''Time is all we got left, you know. Plenty 
to do... get some babies and t each 'em never to come here to dig 
these records out." 

At DAY OF THE OEAD'e end, throe aurvivors- Sarah, John, and 
ItaOermott -are iezlly watching birds fly over the bleached white 
tropical sand as fishing rods bob in the blue currents. Reality... 
or siaply another dream? Sarah, who marked the end of October 
in the film's beginning dream sequence, just as dutifully marks 
off Novenber 4 st the film’s end. 

CXwiouely writer/director (and sometimes editor) Romero never 
envisioned these thematic conplexities 17 years before DAY Of 
THE UAD when NI01T OF THE LIVING DEAD, made on a shoe-atring, 
wee first relessed to the drive-in circuit, te each film evolved 
out of connercial necessity, so did the evolution of a doomsday 
•arid vision. One can only wonder what must be Romero's reaction 
to psyched-up gorehounds who merrily scream for more intense aequen- 
css of visceral violence se the demenOe of gore-meeter Tom Savini 
are increasingly put to the test. These sane gorehomte enbody 
the qualities of deaaneitlzed humtaiity (put forth in these filne) 
•ho have fallen as the dominant apecles on our planet aa the agon- 
ized, seemingly infinite nuibers of the dead rise up se hell-on-Carth 
remirxta a few human survivors of paradise lost. ..forever. Mhen 
Romero hee characters in the second wid third festuras describe 
the ^louls as "they ere ue,"perhape he wee speaking directly to 
his oOrenellne-chsrged audience. For es the finel chapter in 
the trilogy makes clear, the ghouls ere evolving into sonewhst 
noble creatures slowly releamino the eeeence of huwnlty while 
the hisnen apecisa, rapidly dying off, have regrosBed to primitive 
levels of savagery thus becoming this series’ ultimate villeins. 

Asked to reset to the appeal of these zombie fllma, Romero, 
with a sly smile, muttered tnatter-or-feclly in a recent video 
tope interviews "It'e a good timel" 

MIDNIGHT MABQUEE/EORE (JgATURES BACK ISSUE DEPARTMENT! The following 
bsiA Issuee are still available for $3. SO apiece - issue #34, 
33, 32, and 31. The following iasuee are virtueliy out of print. 
He only have a few copiee of each to sell. Therefore, the price 
ia SIS apisce. These will movie rapidly! Issue #23, 24, 23, 
21, 19, and 17. The following ieeues ere totally sold out. However, 
we sre now offering profeselonally photo-copied mint reproductions 
of the following rare issuee. This may be the only way readers 
will ever see these rare seldom-scsne early issuee. They are 
available for $10 viece. leaue #22 , 20, 19, 18, 16, 13, 14, 
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Over the decadeei neny caressing words have hailed the aesthetics 
of ITiiversal's "Golden Age" horror classics. Writers have waxed 
eloquently about the demonic charisms of Lugosi's Count, the haunting 
bewilderment of Karloffs Monster, the maniacal bravura of Rains' 
Invisible Man, ttid the spastic prinping of Elsa Lanchester'a Bride. 
Indeed, as these wonderful movies and perfor ma nc es became legends, 
there's developed a romantic tendency to consider all these films 
as affectionately-panpered children of Universal- each spoiled 
lovingly by 'Uncle Carl" Lsenmle, his prodjcar sen "Ouiior," end 
the front office. 

Not 80. At Universal, all horror films were not , in the eyes 
of the almighty Leenniles, created equal- and recently unearthed 
production information from Ifiiversel's archives tells the tale. 
Facts and figures tell a saga of a studio, naturally hellbent 
on making profits, caught tp in the true Hollywood fashion of 
politics! allowing one director carte blanche while mercilessly 
riding anotheri permitting cm movie to wander lavishly over scheAjle 
0 x 1 budget, while others were hounded to quick conpletioni awarding 
one star nKniflcently for his talents, while ecrinplng on another. 

this feature can't cover ell lAiiverasl's shockers. However, 
what follows is a swpling of movies, noting Unlverssl'a Machisvel- 
liwi utlons and attitudes on some of its most popular and lovingly 
dissected horror tales. 

OftACULA ovd FRANKENSTEIN, of course, imjat be the standard bearers 
for ccnparlaon ss to lAiiversal's budgets and shooting schedules. 
Universal originally budgeted ORACULA at a quite lavish S3$S,030, 
with a 36-dBy shooting schedule. The Tod Browning picture began 
in "the peasant hut" and at the back lot im Septenber 29, 1930, 
and ended with '^ick-Lps" Noventier IS, 1930- 6 daya over scheAjle. 
Nevertheless, ORACULA cane in at a recorded final cost of $341,191.20 
, over $13,000 ixider budget. [''Added scenes" shot Deceeber 13, 
1930, and "retakes'' in Drscula's chambers and Seward's office 
filmed January 2, 1931, ate into this belance.] 

As for FRAdKENSTEIN, Lhivereel provided s $262,007 budget, 
tfid a 30-day schedule. James Whale went $ daya over schedjle. 


beginning shooting on the churchyard sat <kjguat 24, 1931, and 
ending with extra shots of the tower laboratory October 3, 1931. 
Ihiversal eventually charged $291,129.13 against its powerhouse 
hit, putting the classic more than $29,000 over budget. 

As Ihiversal enjoyed the bonanza created by ORACULA and FRAMCEN- 
STEIN, the studio trusted that future horror hits would require 
much less investment. [THE FUtfr, for exsnple, came in at a coat 
of $196,000.] All in all, every film had its own relationahip 
with the front office, and the following are exanples: 

MUHOERS IN THE RUE MORGUE (1932) 

If yomg French director Robert Florey felt that MURDERS IN 
THE RUE MORGUE would prove to thlversal that it had erred in giving 
FRANKENSTEIN to James Whale (after Florey had written the original 
adaptation and directed the Lugosi testa) , his hopes were in vain. 
The production was wracked with trouble from beginning to end. 

It's all been docunented hm Universal, in financial peril 
before the release of FRANKENSTEIN, had wanted to economize on 
HUROERS IN THE RUE MORGUE, demanding e modern setting- hence saving 
on sets and costumes. Adaptor/director Florey, already stung 
by FRANKENSTEIN, walked out, so Universal restored Poe's 19th 
century setting. However, the studio retaliated with e budget 
of only $164,220 (almost $100,000 less than the original budget 
for FRAMTENSTEIN, and $190,000 less then the original figures 
for ORACULA). Shooting began October 19, 1931, on the set of the 
Morgue. Howmver, footing didn't proceed promleingly, and only 
8 days later, Florey was already filming "retakes" of the scenes 
in Hirakle's tent. The movie ran 5 days over its 18-day shooting 
schedule, 'Sn-apping" Novenber 13, 1931. 

Hearahlle, FRANKENSTEIN was playing seneetionsl prsviewa. 
Junior Loemnle felt Florey's film so inferior to Whale'e shocker 
that hs ordered MURDERS IN THE RUE MORGUE beck into production 
for "retakes" and "added scenes"- $21,870 worthi floray begm 
shooting the new footage December 10. The work included several 
nights on the beck lot, filming the climactic ohase of Coaille 
and Erik the Ape over the Paris rooftops, (h Deceaber 22, 1931, 






riorey again 'S<rappad" the picture, ^lending the last day ^M»ting 
cloeei^ia oF a reel monkey In the Sellg Zoo, later epliced into 
scenes of Charlie GemDrs in his gorilla suit (with ludicrous re- 
sults). By June 2S, 1932, l»>iversal had charged $190,099.43 against 
MURDERS IN THE RUE MORGUE, putting the movie $4009.43 over its 
revised budget. 

In February 1932, MURDERS IN THE RUE HIRCUE opened at NYC's 
Mayfair Theatre, where FRANKENSTEIN had made show business history 
Just weeks before. At the first day, audiences heckled Erik's 
rooftop csvortings, and the film performed only mediocre business. 
Meeior^le today due to Lugosi's wildly floitioyant performance 
es Or. Hir*le, MUTOERS IN THE RUE MORGUE would be Robert Florey's 
only bona fide Iftlversal horror credit. He remained, iritil his 
death in 1979, bast known to horror fans (debits the flair of 
his THE BEAST WITH FIVE FINGERS, for Hamer in 1946), the 

man who lost FRANCENSTEIN. 

THE BLACK CAT (1934) 

The first glorious teaming of "KARLOFF and Bela LUGOSI” (as 
the credits heralded them) wss clearly designed by ll>iversal to 
stand on the power of its two stars. 

Ihivaraal'a Production Estimate for Film 1677 tallied a mere 
$91,123 (lees thrni ons-third the coat of FRAMIENSTEIN)- with a 
shooting schedule of only 13 days) Karloff , as aatanlc hi^ priest 
HJslmer Poelzig, wee set to receive a guaranteed 'Ylsf fee of 
$730D (actually coaputed as 4 weeks' acojmjlation of the $1873 
he then was reding weekly as a ty>iveraal star). As for Bela 
Lugosi, he signed to play b-. Vitua Herdegsst for a ''^jarenteed'' 
$3000 $1000 per weak for 3 weeka' time. It was a woeful fee 
for a start in fact, David Hamers, dapper romantic lead of ORACULA 
and THE HLH4Y, here as ingenuoim Peter Alison, originally was 
set for e more lucrative salary than Lugosi, si^dng for $1230 


per week For 2$ weeks' work. Jacqueline Hells, later Julie Bishop 
of Hamer bos., signed on sa the swooning leading lady, at $300 
per week for 3 weeks' work. 

As for Edgar Ulmer, legendary creative dynamo of THE BLACK 
CAT, he Billed for a total fee of $900- about one-third of what 
James tttale earned weekly at i>iiversall Shooting began February 
28, 1934, and originally ended St. Patrick's Cmy- 1 day over sche- 
dule. However, to clarify Ulmer's perversely vague story, and 
definitely set Lugosi on the aide of the angels, THE BLACK CAT 
began 3$ days of edditional scenes and retakes Sunday, March 23, 
1934. Besides making Lugosi's Herdegast less aberrated and more 
tragically heroic, the extra shooting earned Bela $383.33 in addi- 
tional salary, hence ri^tfully establiahing him as second hi^test 
paid actor in the picture. Ulmer himself picked Kf> an extra $130 
for the new footage. Also, 6 aspiring actresses each earned $12.30 
in these Depr ess ion days for posing ss preservsd corpses in the 
glass casse of Poelzig's cellar, lovingly perused by Karloff ss 
he strokes the title feline. 

The final cost sheet for THC BLACK CAT, dated July 14, 1934, 
shoiws the tebulstion to be $93,745.31 on a 19-day shoot. As IZiiver- 
sal hoped, this Poe-esque classic, released in Hay 1934 and today 
hailed as one of Universal's greatest horror tales, was the etudio'e 
biggest moneymaker of the season- a tribute to the powerful box 
office charisma of KARLOFF and Bela LUGOSI. 

BRIDE or FRAMCENSTEIN (1933) 

January 2, 1933, IZiiverasl's long-awaited sequel to FRANKEN- 
STEIN begoi shooting. Strangely, Uiiverssl originally slotted 
no more money to this tnmpetsd sequel than it did to the original 
Film. Because the original FRAhKCNSTEIN had taken 33 days to 
shoot, md cost $291,000, Universal set BRIOE OF rRAM<ENSTEIN 
on a 36-dBy schedule and a $293,730 budget. 

This by no means perturbed James Whale, the Lseaimles' pampered 
"Ace,” who proc ee ded to devote the tine and axpenaa necessary 
to make BRIK OF FRANKENSTEIN the glorious fantssy he envisioned. 
Whsle completed Production 1729 March 7, 1933 (10 days over schedule) 
, md at a coat of $397,023.79 (over $100,000 over budget). The 
extra expense ran most hesvily in "sets & scenery," "cast overtime,” 
and "additional director salary"] Vt]ale's own Fee for the film, 
estimeted at $13,000 (he wss earning $2300 weekly at Uiiversal), 
finally tallied $24,640. 

KARLOFF, who enjoyed aolo-top-bllling (he had, of course, been 
billed fourth in the original) was now (like ttiala) earning $2300 
weekly et Uiiverssl. He had surpssaed hla "Creator," Colin Clive, 
who was working for $1300 per week, originally on a 4-weak guarantee. 
One of the beat-paid players in the movie was Iha O'Connor, vhoss 
hatchet face and caterwauling screan so delisted Whale that he 
set her for 3 weeks' work on the picture, at $630 per week. Since 
the film ran over schedule, most of the leading sctore received 

or course, all this luxuriance which Ihiverasl allowed Vhale 
shows magnificently In the final product. BRIOE OF FRANKENSTEIN 
opened in April 1933 at Hollywood's Psntsges Theatre, and ever 
eince hss reigned widely aa the pinnacle of Itiivereal's mecabre 
creativity. 

THE WEREWOLF OF LOfCON (1935) 

Considered for a tine as e passible vehicle for Karloff, THC 
HCREHOLF X LOfOON sharply illustrates politics st Universal. 
The movie went into production January 26, 1933- 26 days after 
ttwte started shooting BRIOE OF FRANKENSTEIN. It was conpletsd 
February 23, 1933- 12 days before Whale finished shooting BRIDE 
OF FRAfKENSTElN. And its final cost was $193,393.01- over $200, 000 
less than the final cost of BRIDE OF FRAMCENSTEIN. 

Ihlversal originally budgeted Production f732 at an estiiwted 
$139,000. This included $2000 for the atory by Robert Harris, 
and $8130 to scenario author John Colton, author of Broadway's 
infamous aex saga Rain , featuring that Innortal doxy Sadie Thoapson. 
Stuart Hslksr, who had directed Ihiversal's THE MYSTERY OF EDWIN 
DROOO oi B considerably higher budget ($213,373), earned $12,300 
for directing this thriller. Junior Laemnle's brother-in-law Stanley 
Bergerman produced- on s 20-day shooting schedule. 

Henry Hull, then on contract to IMversel following his accleimed 
perfo rma n c e of Jeeter Lester in the oriTwl Broadway Tabacco ttoad . 
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signed Tor one of the highest salaries paid a horror star at thlver- 
sal for playing the cursed Dr. Wilfriad Glandon- $27S0 pet week 
for 4 weeks' work. [Hull obviously had clout at Uiiversal City. 
The Picture Talent sheet also provided $330 ae a "Special Arrange- 
ment" with Hull's egent, and a myaterious $1373 for Hull's "Trick 
Shots."] However, Werner Oland, cast as lycanthropic Dr. Yogani, 
was originally set for the higest fee- $12,000 For 3 weeks' tiae. 
The lovely Valerie Hobson, Universal's tiost overworked starlet 
of 1933, plsyed Hull's wife Lisa while siaultaneously playing 
Clizaheth in BRIOC OF FRAWENSTEIN. 

Director Walker conpleted THE WEREWOLF OF LOfCON 4 days over 
schedule, at a cost of $193,393.01- more than $36,000 over budget. 
The movie cpened in Hew York one day previous to BRIDE OF FRAMCEN- 
STEIN, was overshadowed by it, end today is eclipsed by the more 
popular 1941 THE WOLF HAN. 

THE RAVEN (1933) 

After THE BLACK CAT scored so handsomely at the box office, 
ITiiversal was hellbent on producing another "KARLOFF end Bela 
LUCOSI" frightfest- and at the same cut-rate price. TTie original 
budget of THE RAVEN, lAiiversal Production #734, was $109,750, 
only about $16,000 more than what had so sparingly been afforded 
THE BLACK CAT. 

Most of this difference was due to script trouble, for at least 
7 writers had come and gone, trying to adapt Poe's itmortal poem 
into a screenplay. Guy Ehdore (who contributed to HGM's THE HARK 
OF THE VAMPIRE) earned $700 for the first tryj Clarence Herke 
earned $887.30 for bastardizing the poem furtherc cne '31. Simnons" 
earned $2133.35 for taking yet another stab at it; 3in Tully, 
papular Hollywood hack, took hone $5083.33 for his futile attempti 
3ohn Lynch rnede $1750 for his efforts. It was David Boehm, finally, 
who received screen credit for his serviceable scensrio, which 
earned him $3375. Even Dore Schary, fated to replace Louis B. 
Heyer ae head of HGM, earrwd $233.36 for some late florishes on 
THE RAVEN'S script. 

Shooting began Harch 20, 1935, on e 13-dBy schedule, taxier 
the production of David Diamond end the direction of Louis Friedland- 
er (aka Lew Landers), who wes making his feature debut (after 
several serials) on THE RAVEN- for the fee of $900. Bela Lugosi, 
in the dominant role of Or. Vollin, si^ied for a 5 w ee k work period, 
at $1000 per week. Karloff, as Lugoei's disfigured victim Edaond 
Bateman, had a role only half Lugoei's size, yet eemed sweetly 
twice Lugosi's salary- for a 4-week work period, at $25(XI per 

Friedlander cORpleted THE RAVEN April 5, 1935, ri^t cn the 
15-dBy schedule, at s final cost of $115,209.91- over $5000 over 
budget. THE RAVEN opened the 4th of Duly in NYC, end, of course, 
was s hit- despite a particularly vdwmient critical onslau^t. 

THE INVISIBLE RAY (1936) 

The third mid last of lAiiversal's "KARLOFF wid Bela LUCOSI" 
vehiclee, lAiiversal's Production #763 originally received e budget 
of $166,875- a fairly respectable figure, and about ttwthirds 
cnore thvi had been slotted THE BLACK CAT and THE RAVEN. Karloff, 
in the showy role of vengeful, radiuirpoisoned Dr. Danes FUch, 
had hit a weekly Universal salary of $3125) set for 5 Meks' time 
on THE INVISIBLE RAY, his fee was estimated st $15,625. Lugosi, 
who had to surrender s vacation to Hixigary to make the picture, 

wes saddled with the strai^t foil part of Ce. Felix Bsnet, and 

si^ied For a "flat" fee- $4000 for 3 weeks' work. 

Despite the relatively decent budget, which afforded lovely 
leading lady Frances teaks, a fine supporting cast (FrarWt Lawton, 
Halter Kingeford, Beulah Bondi), and a Dohn Colton screerplay, 
Stuart Halker- initially set to direct -walked out, protesting 
the time, script, and budget. Universal economically ruahed Laobert 
Hillyer Into the post, at the estimated fee of $3750. Siooting 
began Septenber 17, 1935. 

As things evolved, Walker might as well have stayed. THE INVISI_ 

BLE RAY ran 12 days over schedule, and $68,000 over budget- most 

heavily in "cast overtime," "set lighting," "general eet expense," 
and "process shots." Production finally "wrapped" October 25, 
1935, at 8 grwid total cost of $234,875.74- well over double the 
cost of the first two Boris and tela fri^tfeets. Released in 
Danuary 1936, and procleimed on the poster ss "Uiiversel's Weirdest 
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teame," THE INVISIBLE RAY proved to be cne of the etudlo's finest 
melodramea, eplendldly mating "gothic horror" with the still-virgin 
realm of "science fiction." 


ORACULA'S DAUGHTER (1936) 

Lhlvereal's original budget for ORACULA'S DAUGHTER was $230,425, 
ironicslly making this oftBn-overlocked film one of the hi^iest-bud- 
geted of the horror clessice. Yet much of this money went to people 
who had little or nothing to do with the finished picturel 

R.C. Sierriff, author of Journey's End and adaptor of THE INVISI- 
BLE HAN, wrote a continuity for ORACULA'S DAUGHTER, receiving 
$10,932.62 ("London peyments"), plus $4756 ("Studio payroll") 
plus $961.95 ("Transportation")- yet his name nowhere appears 
on the credits. Neither does the name of Peter Oinne. Mw earned 
$2350 for working cn a script. It was Garrett Fort, who had contrib- 
uted to the ecensrioe for ORACULA and FRAMCENSTEIN, who worked 
at Uiiverssl Danuary 6, 1936, to February 26, 1936 (22 days after 
shooting begsnl], and who earned $6375 and solo at^narlo credit 
on DRACULA'S DAUGHTER. 

In addition to script complications, Itiiversal had to pay $17,300 
to director Edward Sutherland for "retained tiias," hecauae studio 
delays made it inpoBSlbls for him to direct the picture as planned, 
tece again, Uiiverssl turned to Lambert Hillyer, who took over 
at a considerably lower fee ($3400). 

Actress Harguerite Chur^ll, who played the Ingenue Darwt, 
also collected $750 in "accuauletion" time due to studio delays. 
And one noted actor received a salary from ORACULA'S DAUGHTER, 
althou^ he di<$i't appear in It at sill tela Lugoell (Ttlveraal 
had to pay Lugosi $4000, in ''accimulstion," for the time he had 
forfeited iSiile the studio had still planned to cast him in the 
sequel. 

teooting began February 4, 1936, with a 29-day achedule. Gloria 
Holden, striking in the title role, wee paid $300 per week. Otto 
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KrugsT, as Jeffrey, was nsking S2S00 weekly, «^ile Edward Van 
Slo«), reprising hia part of Van Halslng, did so for $600 per 

MS*. 

DRACULA'S (MJGHTCR Twt over its eatiaated ehootlng schedule, 
wrapping March 10, 1936, after 36 days of shooting (on 7-dsy weeks). 
The “Rsvisad rinal Oiet 9ieet'’ of Helloween, 1936, gave the final 
figure as $278,360.96, asking DRACULA'S DAUGHTER one of the most 
ejgen e ive of all Ihiverssl'a horror fllaa. The stisUo relessed 
it In Hay 1936- a month after the Utanaleu had passed into ewile 
froa Itrlversal, and a new, anti-horror film regies had moved into 


SOW or FBAWENSTEIN (1939) 

Becauee SON OF FRANKENSTEIN is hailsd as the "epic'* of IMveraal'a 
Frarkanatain saga, moat historians asaune that Producsr/Oirector 
Rowland V. Lae astlculausly blueprinted it. ^bthing could be 
further fraa the truth. Indeed, in the poet-Laa a w t le era (where 
’horror" raeuaed after the hi^ly successful re-issue of DRACULA 
and FRAMCENSTEIN in 1938), probably no horror fils gave Ihlveraal's 
front offlca so asny ni^tmares as did this third entry in the 
Honeter aarlea. 

SON or FRAWENSTEIN began shooting Noveat«r 9, 1938, under 

a great handicap- there was no script. Lae had thrown out the 
original Willis Cooper draft (with a talking Honeter). To meet 
the arranged release date and get the value out of a hi^-priced 
cast already colleoting salary, Ihiversal demanded that shooting 
begin anyway. The studio vaguely based its time and money projec- 
tions on Lee's production of 1938's SERVICE DE LUXE, hoping for 
a 27-day shooting period and a $300,000 budget. 

Las, ho we ver, wee by no means intimidated by Universal's front 
office. With stars Basil Rathbone (then one of the world's highest 
paid actors, earning circa $3000 a week), Karloff as the Monster 



(the actor's going rate was then $3750 a week), and Lugosi (whose 
recant meaployment had resulted in Ihiversal's bullying him into 
a $500 per week deal to play Tgor), plus Lionel Atwill, Jo oe phina 
HLitchinson, end a large cast, Lee mlschievouely took his time- 
virtually making ip the mvie as he went along. Originally, Univer- 
sal hoped Lee would coaplete the film Oe c eatoer 10. On that date, 
Lee told the office he'd be able to finish the movie Christmas 
Eve. Then he said December 28. About lil5 e.m. , Oanuary 5, 1939, 
Lae finished SON OF FRAMCENSTEIN- at a Final cost of $620,000. 

Almoet miraculcxMly, Ihiversal's Editorial, MjsIc, end Somd 
Departments worked so induetriously (and with such overtime) that 
Uiiverasl wae able to preview SDN OF FRAMCENSTEIN on the ni^t 
of Danuary 7, 1939- leas than 70 hours after Lee finally completed 
the film. The picture opened at Hollywood's Pantsges Theatre 
Oenuary 13, 1939, and was a giant success. Las went cn to produce 
and direct THE SUN NEVER SETS and TOWER OF LOMXN at Universal 
In 1939, with both movies running over schedule and over budget, 
althou^ not as iiEinstrously as did SON OF FRAMCENSTEIN. 

ICUSE OF FRANKENSTEIN (19*4) 

In conclueion, we Juip ahead to this papular 'lAonster Rally" 
of 1944- end one of the beat testimonials to Ihlversal'a "efficiency 
First" factory of the War Years. 

Following Karlofr’a triuiph on Broadwey and national tour in 
Arsenic and Old Laos . tTie star signed a 12-week, $60,QCX) star 
contract with Ihiversal. The first 8 weeks and $60,000 were to 
go to THE CLIHAXi the remaining 4 weeks and $20,000 were scheduled 
for a 'picture to come." For thia "picture to come," Uuversel 
c^Ckly prepared THE DEVIL'S BROOD (as HOUSE OF FRAMCENSTEIN wee 
originally titled), (h a 30-day schedule and s $334,000 budget, 
the film was daslTied to etploy KarloFf for exactly the 4 weeks 
he would owe Ihiversal. The Fifth and final week of shooting would 
be saved for those Cracula sequence scenes which dich't require 
Karloff's presence, and for a Chsney Wolf Hen trsneformation. 

Karloff's $20,000 mede him, by far, the beet-psid stsr of the 
movie. Lon Oianey, who of course was under contract to Universal, 
received a "fist" $10,000 for his third go-rocnd ss the Wolf Man. 
Doth Carradine, as Dreculs, received $3500 per week on a 2-waek 
gusrantasi 3. Carrol Naish, ss the hmchbacked Daniel, received 
apeciel billing on the credits and $1750 per week or 4 weeks' 
vKirk. Glem Strange, in his first appearance ss the Monster, signed 
for only $250 a week, on e 2-week period (although Universal "car- 
ried" him for an extra week after he completed his scenes). 

Director Erie C. Kenton completed HOUSE OF FRAMCENSTEIN on 

location at "SwrMod Forest," near Loe Angeles (where he filmed 
shots of C^arradlne, Ame Dwynne, and Petsr Coe for the Dracula 
tf>ese] on Hay 6, 1944- exactly on the 30-day schedule. Universal 
released HOUSE OF FRAMCENSTEIN Oecenber 1944, in conpetitlon with 
the horror films of RKO's Val Lewton- who produced his terror 

tales in about half the time and with about half the budget Ihiversel 
had slotted HOUSE OF FRAMCENSTEIN. 

WANTED: The Editor is looking to trade for the following horror 

movie poeters/lobbies/window cental the 1947 Universal Reissue 
one-sheet frdm DRACULA [mi^t sleo be interested in 22''x2B", 14"x36" 
as well]| VI original lobby card from the 1931 DRACULA - card 
BxjBt feature a good Lugosi acenet ths title lobby card or the 

only lobby scene fsaturing the Invisible Han in bandages from 

the original INVISIBLE HAN - also interested in the window eard« 
and assorted good lobby cards from other 19306 classic horror 
- the Mrch DR. 3EXYLL AM) HR. HYDE, DR. X, MYSTERY OF TIC WAX 
HUSEIM, ISLAM) OF LOST SOULS, INVISIBLE RAY, THE RAVEN, etc. 
I have a beautiful original lobby from the 1931 FRAMCENSTEIN to 

offer in trade, as well aa other materiel. IF ysu ere eelling 

only, send me a description of the item and the price. Write 
or Fbone; Cary 3. Svehla, 504 Elnsnood Road, ealtimore, M) 21206 
phonei 301-665-119B [4 p.ai. - 10 p.a, weekdays, enytime weekendsl 

WANTED: 1 am Interested in musical lobby cards/posters. I am 

especially Interested in the following ItanB: 22"x26'' poster 

from SIMIING IN THE RAIN; 3udy Garland lobby cards from the 1940bi 

and posters/lobbies [reissue is fine] from WIZARD OF 02. Also 

need Siirley Taaple lobbies from her classic serly titles, and 
1 rwed lobbies from THE PHIL/VELPHIA STORY. Write or phonei 
SiBan Svehla - eddress/phone above I 
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In 19*}, Universal Pictures lounched their lest original monster. 
It was just wiother "B" film, cranked out in the studio salt mines 
to earn a Tew bucks and be forgotten. It wasn't particularly 
original or mefflorable. tniversal released better movies that 
year. But perh^ the health of a studio is best gauged by the 
care it takes in its mediocrities. 

CAPIIVE WILD HOMAN opens with credits in white letters against 
a bv^kground of billowing fog. A final title credit -"Vte hereby 
make grateful acknowledgment to Mr. Clyde Beatty for his cooperation 
and inimitable talent in staging the thrilling animal sequences 
In this film."- preperes us to see an sstoindlng amount of lion 
twiing footage clipped from a 19JJ Uiiversal feature, Tltf BIG 
CttE. Spliced inbetween we are introduced to the "love interest" 
having s dockside reiaiion after a two-year safari (thus eliminating 
the need to waste footage developing a love story] ■ lion tamer 
Fred Mason [Milbum Stone)- typical thivsrssl hero- reasonebly 
hwidsoms, reesonably athletic, sensitive, end a brick (>^ from 
the back sort of resenfcles Clyde Beatty) t Beth Coleman, typical 
Evelyn Ankers-stylo heroine (played by Evelyn Ankers). To create 
audience identification for this pair of strangers, Mason heroically 
drives back an escaped tiger (tiger walking footage T\n in reverse). 

Before the audience has time to wonder if this is really a 
circus film, Beth narrates in a fleahback how she took her sister 
Dorothy (Mertha MacVlcars) to the Crestview Sanetoriian <kiring 
s storm in the middle of the ni^t. Dorothy, suffering from "some 
sort of e glwidular troifcle" is being left in the care of CS-. 
SigiUKl Welters (Joivi Carradine), renowned endocrlnologlet tHxi 
"has furthered not one but three attempt# st racial improvement." 

After some more circus footage we discover that Dr. Halters' 
goal is to prove that "glands can transform physical matter into 
any size, shape, or eppeerance. • .if we've been able to create 
through the mediuii of glavlilar extractions such specimens as 


we have, what's to prevent ue transferring these glandular extrac- 
tions from e hiran being into s higher type of animal?" 

One aucAi hi^wr anlmel is Cheela, a female gorilla recently 
captured by Meson. [Containing gorillas mad glands had occurred 
so often in movies, radio melodrsmes, and pulps that by 194} it 
t«s practicsliy a reflex action. I>alversal'a Iset original monster 
wee elmoet a reedy-msde creation.] Dr. Walters kiikisps Oaeela 
with the aid of a diegrunted ex-handler (Paul Fix) who dies in 
the gorilla's pews while ft'. Welters watches smiling. 

In hie laboratory, Or. Walters infuses huge amounts of Dorothy's 
blood into Oaeela. We see that laboratories have changed a great 
deal at Ihiversal. The gothic instruDentstion of THE INVISIBLE 
RAY (1936), has demystified via THE INVISIBLE MAN RETURNS (1939), 
modernized to the Con Ed sub-station look of MAN MADE MONSTER 
(1941), Expressionism is discarded in the name of "realism.'' 
It's not just that budgets are getting lower, but independent 
"Bs” like THE APE KAN (1943) and THE MONSTER MAKER (1944) still 
use laboratories of deliberate artificiality, the frame filled 
with strange bottles and bubbling beakers against a backgroird 
of obviously painted flete. 

But St Universal, efforts are being spent to make everything 
look more "real." Every object in Dr. Welters' laboratory mi^t 
hsve come from any movie doctor's office. Of Universal's old 
expressionism, all that remains are the shadows. Veteran photograph- 
er George Robineon (THE INVISIBLE RAY) wraps them arovxl every 

For the audiwces of a World Her, sll of Lhiversal's horror 
series were ahiftir^ away from the gothic, moving cloeer to HollyMiod 
realism. DC MU+IY'S HAfO (1940) has left Egypt for the American 
BweigM of THE MUWY'S TOMB (1942). London werewolf Henry (fall 
has become American werewolf Lon CJieoey Or. 194} focnd oven 9I£RLOO< 
HOUCS IN WASHINGTON. The psychological sets of SON OF RAAKENSTEIN 
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{1939) have hiked westMerd to HOUSE OF WACULA (194S), rewhinQ 
all the MB)' to Sepulveda Boulevard by the tine ABBOTT PtD COSTELLO 
td FRAMCENSTCIN (1946). With each year the si^iematural becane 
less "ai^r” and more natural, evolving into "Inner Sanctua" nyster- 
ies, ae if the atudio felt their war-ueary audiencea becoming 
measy with the i^iknoHn. 

The centerpiece of tha laboratory ecenea, if not of the whole 
film, ia John Carradine. Surrounded by uilnepired actors, Carra- 
dine's voice ie a delict, cutting over every other voice on the 
soundtra^, coenanding ua to pay attention to even the moat banal 
"hello" and "oh, thank you." 

Mithing better illuetratea the imaginaticn Carradine bringe 
to Dr> Walters than the scene of him and his assistant Hiss Strand 
(Fay Helm) watching the gorilla hand of Cheela turn humvi (courtesy 
of a earies of rather clunsy lap dissolves). Dr. Walters stares 
at the hand in awed disbelief, oblivious to the horror of his 

Or. Walters i (Ae if he doesn't believe it hineelf) Wa've done 
it. (A smile conies to his face. He turns to Hlsa Strand, sharing 
his elation, cries) We've done Itl 

Mias Strand i Oh, Dr. Walters, we can't go on with it. 

Dr. Waltars ! (Still elated) Why not? 

Miss Strand i In the past I've been willing to help you in your 
experiments wiUi snimals, but this Is different. 1 can't have 
itiy hands stained with hunan blood. 

Or. Walters disregards her with an angry si^. 

Tqi: "You are Bmila Ckptee." brradine mnpe Ovela's banda g ee 
to remml the gorilla transformed Into a beautiful wi^b> (Aoquanetta) 
I Bottom: D:mifq one of those aocidaAa that happen whenever Haeori 
(HlUun Stone) goes near the lions, Pauls ea ve s his life gin^rly 


Miss Strand : Look at this girl. Slowly but surely you're sapping 
the life out of her. It's nurder doctori you can't do it. 

Dr . Walters i (With innocence, amazed at her concern, ss if the 
thou^t had never occurred to him) Why should a single life be 
coneidered so iaportant? (Ha listens patiently) 

Hiss Strand i Look CT. Walters, for 13 years I've worked with 

you, shared your e^fieriments , watched you gain the highest honors 

in the field of endocrinology. I've seen you gain control over 

the phyeical characteriatica of men, and changed the breed and 
sex of animals. I've listened to your dreams of creating s race 
of supermen. 

[^. Walters ; (ftsssonable) Isn't that s laudable intent? 

Hiss Strand i But while you've b ee n doing this you've lost si^t 
of something else. 

O. Welters ; (A touch of inpatisnce creeping into his voice) 
And that la? 

Hlsa Strand ; Yourself. I saw it start and watched It grow. 

Watched a brain that once wae fine and brilliant begin to wrap. 
And tamper with things no man or women should ever touch. 

Cb. Walters i (Firm, but reasonable) Now maybe you'll listen 
to me. Haven't I proved beyond a doubt that glands can transform 
physical matter into any size, shape, or appearance? 

Hiea Strand ; Yea you have, but in doing this, when you took the 
9 lands from the guinea-pig and grafted them into the rabbit, the 
guinea-pig died. When you grafted the frog's glanda into a white 
mouse, tha frog died. And you propose to experiment with en ape 
end a woman. That woman inuat eventuelly die. 

Ck. Waltera i (Hard, inmov^le) Then she'll die in the advancement 
of science. 

Hiea Strand : And suppose ycxff experiment is successful. Whst 

will you have? A hunen form with animal instincts. 1 won't let 
you do it! I won'tl Please. You must stopi 

Or. Walters ; (A li^t twinkles, his voice softens, and he speaks 
with agreement) You're ri^l, Mies Strand. (Reasonelly, logically) 
My new creation needs the element of mental stability that could 
only come frcm the cerebrun of the human being. (With e touch 
of concern) Miss Coleman ia essential to me for continued glandular 
injections. Transplanting the cerebrim would bring certain death 
to her. I can't afford that. (A touch of a smile) But you're 
a Mxnan with a very receptive mind. 

Miaa Strand ; No. Nol Don't! Stop! Please!! 

After years of "B" western villains, Carrsdlne does not have 
to wrk to convey evil. He handles this scene with quiet profeseion- 
aliaa. Hie voice has a ring of cold conviction, without the self- 
parody of Karloff's msd scienttata for Coluabia [THE MAN THEY 
OHXO NOT HANG (1939), THE MAN WITH NINE LIVES (19AD), etc.] or 
the excesses of Lugosi. He end Fay Helm bring out subtleties that 
are not even in the script, whirti here is siiiply a collection 

of lines from previous mad scientist movies. 

In her brief role. Fey Helm gives what ie known in the bueiness 
es First rate si^iport. She evokes the swne feeling of a wonmn 
•**> has lived with pain being hurt again which she brought to 
her crippled and abamtoned wife in CALLING DR. DEATH (1943) and 
her murdered spinster in THE WOLF MAN (1941]. /kid she adds the 
irwcripted sjjtlety of en unrequited love for Dr. Walters. She 
plays the entire scene es an appeal to his nonexistent hun^ity, 
even infusing such an appeal into her obligatory final screan. 

To appreciate the care of Carradine, Helm, and Onytryk, one 

need only look at aimller scenes between Lionel Atwill and C-velyn 
Arkers in MAN MADE MONSTER or Otto Kruger and /toelita Ward in 
BUNGLE CAPTIVE. 

Ae Dr. Walters transplants Miss Strmid's brain into Dieela, 

a familiar string theme by Hans Selter and an also-familiar electri- 
cal drone evoke memories of many Ihiversel laboratories, giving 
CAPTIVE WILD WKAN that apecial resonance which connects even 
the •mrst Ihiversal horror film. 

Cerradine mwrape Oieela's bandages to roveel the gorilla trans- 
formed into s beeutiful woman (Aequanetta), complete with a full 
head of heir in apite of her recent brain surgery. He gives her 
e now name and a set of sinple instiuctions: 

"You STB Paula Dpree. Do you remember what happened? Do 
you rementoer anything of your pest life? Your mind is my mind. 
Your every thou^t is my thoucEit. What I tell you to do, you 
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will cb> Mist 1 tell you not to do, you will not da> Co you 
Lnderetend that, Paula Oipree?" 

9ie doesn't respond, but subsequently seems to obey es she 
is brou^t to the circue to watch Pred Hasan tame lion footage. 
Daring one of those accidents that happen whenever Haaon goes 
near the Hone, Pauls saves his life by rather gingerly nmlng 
into the cage end forcing a lion to retreat from hie fallen body 
(lion miking footage run in reverse). Impressed with her control 
over animals, Hsson end his enug grin decide to star her in his 
animal act. In the general enthusiasai that follows, nobody seene 
to notice that no one has consulted Paula herself. While at first 
glance this may seem to reveal an early feminist subtext, perhaps 
it has more to do with e deliberate effort to keep tequanette 
from exchanging dialogue with her fellow actors. 

All goes well and Paula looks pretty in carnival two-piece 
and high heels intll she spies Fred and Beth enbracing. They don't 
notice Paula Jealously stalk out of the room. Neither does Dr. 
Walters, who exits cn the mjustly ineuig line- "I'm sorry; I've 
been away from the senetoriuR too long as It is." 

Back in her dressing room, Peuls's gorills flesh comes back. 
It begins es we see her petulantly pacing, knocking down chaire 
and dresses as her animal instincts reassert themselves (though 
to tell the truth, she remains a little too ledylike to sppeer 
more than enraged ch e e sec ake). There is a cut to e nediUR cloaatp 
as we wetch Peule's face turn black. Cut to e cloeeip of her 
hand blackening, both due certainly to the old technique pione e red 
in Rouben Namxil ian ' s 1931 Dk. XKYLL AN3 HR. HYDC, of nonocromatic 
nekeip and e revolving color filter over the camera lens (the 
fact that turning black is the first step in becoming a gorilla 
leads to apeculation that we may be witnessing an example of laicon- 
aclous or even conscioue racism). Cut to a shot of Paula approaching 
a mirror. She opens her lips to reveal sharp teeth. A quick lap 
dlaaolve brings more hair down her forehead and eyebrows. Cut 
to a closeLp of her hand as another lap dissolve brings more hair 
to her hand. A shot of her feet shows they have changed aa well. 

Paula cliJibe the wall outside Beth's second-floor bedroom. 
In 8 nice closetp we see that more hair has come to her chin and 
dieeks. For no perticular reason, Beth survivea the encoi^ter, 
Bs we see in e rather pointless expository scene seemingly Included 
only to enphaaize the Fset. 

There follows a fsBCinating monologue by Or. Walters delivered 
to clo 8 ei 4 >s of Paula (we never see them together in the seme shot) 
now in full scale ape-woman nakeipi including s flared noaepiece 
end gorilla gloves, ei^laining everything thet has happened and 
will happen, delivered with total seriousness and connitment by 

"Everything I've planned, conpletely destroyed. All because 
of your medness, your insane attenpt to kill Beth DJleman. You 
know what the police will eta to you if they catch you? No, of 
course you don't. They woulcta't know it was Jungle instinct thet 
urged you to kill a female that stood between you and s mate. 
They'll put you on trial. Throw questicn after questlw at you. 
Till you von't know what anybody's saying. Then they'll put you 
in the electric chair. And they'll kill you. All because they 
won't Lrvderstand. They can't understand. The one thing I hadn't 
counted on. Thet terrific emotion would destroy the new tissuea 
in your gland growths. And I have myself partly to blame. I 
should have kept you under constant observation. ..Now I have to 
do it all over again. Craft new glands into your body. ..Take 
another life to keep you in human form." 

Atwlll and Kruger may be fine actore, but Csrrsdine is a star. 

After a scene <^re Fred and Beth talk tfnut (hinge which we 
in the audience already know, we find that Fred ie going to op^ 
his act on a stormy night without Paula. Following more carnival 
footage, Beth gets a phone call from Oorothyi 

"You've got to take me away from here. I'm scared. He's prepar- 
ing me for another of those operations. Treatments, he cslls 
them.. .I'm afraidl I won't stay here another minute. Something 
terrible is going on. I know it. I feel it. BethI" This would 
not be Mirth cyjoting et such length were it not the only line 
Dorothy hes in the entire film (beyond "I am" end "Hell, 1" in 
her first scene). Which may explain why she does not arouse imxh 
synpathy. 


Mills Fred tvnes more lion footage, Beth goes to free Dorothy. 
She meets Dt. Welters who siqiloine what he's been doing and expraeses 
appreciation for Beth's "clever mind.” With a beautifully cold 
and ruthless look {meamntarily reveoling Ankers' largely laifulfilled 
potential for portraying villsineasee, outside of TIC PEARL OF 
DEATH (1944), Bath unleashes Paula, now back in the old gorilla 

Over a stormy ehot of Crsatvlew Sanetoriun, we hear the morel- 
"And ao, behind these gates ie buried the legend of a mortal, 
who went beyond the realm of hunn powers, and tanpered with things 
no nmn should ever touch," 

Given all the handlcape it starts with, CAPTIVE WILD WDHAN 
la really not that bed. Edward Qiiytryk, an "A" film director 
who'd nxi out of mcney, rasnages to avoid a surprlalng nuiber of 
pitfalls. He adds zest (some) to a strictly by-the-nuibers script 
from Henry Sucher end 3. Crifflth Jay (co-creators of THE MMIY'S 
TCNB and THE MUHHY'S GHOST). He usee teqiMietta, who et the tim 
waa primarily a aodel rather than ■> actress, with the sane approach 
used cn models to this dayi the "don't act; Just be natural" 
approach, while the other actors act arcutd her. The results 
are not great, but they ere not often embarrassing either. 

THE BIG CAGE footage is surprisingly well integrated into the 
new footage with Hllbum Stone. The grain difference ia not that 
great, end George Robinson does a good Job of matching the lifting 
and shadows. 

Ihou^ they don't quite mesh, the sunlit world of the circus 
does make an interesting contrast with the shadowy world of Dr. 
Welters. Here, the circus stands in for the normal world, es 
opposed to the evil of Oestview Sanatoriian. Su^ s contrast 
is possibly inique In horror films, where the circim Is usually 
a place of strengenesa. But in Hollywood, a circus probably felt 
as normal as anyplace else. 

In the words of Indispensable Carlos Clerene, "This Honetress 
had her career extended into two sequela, both dismal. This 
is at best an oversiiiplificatian of the truth. JUNGLE MXAN, 
released In 1944, once agsin opens with credits in white letters 
sgainat a background of moving fog and the note- ”We hereby make 
Acquanetta, in e "Jizigle Woman" studio piAilicity shot, di^layB 
her taloit oe a acxtal. Her acting oppmoch: ^lon't act; be natimmll” 
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grateful ad<no»«le t l y an t to W. Clyda Beatty for his cooperation 
and Inlaitable talent in steging the thrilling anlaal sequences 
in this fila." I The use of fog as a credits backgroi^ is not 
unique to this aeries. It is also used in CALLING DR. DCATH and 
the Basil Rathbene Svrloefc Holtaes aeries.] 3UNGLE WOMAN begins 
promisingly with a ni^t tisie struggle between a nan and woman, 
^Mun ccnpletely by their shadows thrown upon a wall. It seems 
to end in her death, iemediataly bad<ed ip by a headline* "Or. 
Fletcher is held for Doroner's Inquest." We are taken to that 
inquest, where almost liandistely things start to go wrong. 

We recognize Kllburn Stone and Evelyn Ankers as Fred Meson 
and Beth Coleman (now Beth Mason], but the scene canters on a 
Dr. Fletcher (0, Carrol Naiah) accused of nurdering a women at 
hie sanatorluii. The scene cuts back and forth froai his cross 
examination to a seriaa of unbelievably cluaey reaction shots 
of people listening. 

Dr. Fletcher tells his story. Amid vast amomta of flashbacks 
to CAPTIVE WILD WIHAN is a new conversation between Fred and Dr. 
Fletcher giving is fresh inforaation about Cheelsi 
Mason i Well, I fotnd her on one of my expeditions into the Belgian 
Congo. Vou know the natives told me a story of a doctor further 

back in the interior who'd been experimenting with turning hmen 
beings into animals. I was never able to trece the story down 
but the natives insisted it wse true end that Cheela was the result 
of one of those -experiments. 

EP. Fletcher i Ih, there have been many efforts made in that direc- 
tion. Ae well ss giving animals human qualities by means of various 

Mxich ia the first, last, and only time we ever hear anything 
about Dxeele's African origins. 

There is more confueion. flashbecks on top of fleehbscks. 
The very first flashback we see shows the end of CAPTIVE WILD 
WCHAN. making for bizarre continuity. In Beth's flashbacks she 
expresses puzzlement about the strange slmilerities between Peula 
and thesis, forgetting hew Dr. Walters had explained it all to 
her. 

When the flashbacks end, they have taken ip e full third of 
the picture. (With them goes the lest of Hans Salter's music. 
Henceforth, we hear the sounds of Paul Sawtell, more evocative 
of final sequels and "Inner Senctin" mysteries, especislly CALLING 
OR. XATH, than of the silver age of Universal horror.] the rest 
begins after Dr. Fletcher has nursed Cheele beck to health, whom 
it turns out was not conpletely dead at the end of CAPTIVE WILD 
WOMAN. He hes also purchased Crestvlew Ssnetoriimii ccnplete with 
the storm that continues to rage outside it. However, besides 
the storm, nothing resembles any set we had ever seen. Even the 
shadows are gone. 

Assisting him is Willie (Edward Hyame), whose dialogue ("Aww 
gee, ahm lonely.") sounds so iplike any other Uxiversal assistant 
that he was either a case of unexpected originality or sn imitation 
of OF MIX AhO men's Lenny, perhaps written with Lon Onaney 3r. 
in mind. 

Cheele (whom we never aee) disappears from the sanatoriun, 
and Pauls Dipree (Acquanetta again) is found aimlessly wandering 
the grounds. No one can imagine where she cane from. Suddenly 
we are introduced to Or. Fletcher's dau^ter, Joan (Lois Collier), 
and her fiance. Bob Whitney (Richard Cevia). They appear out 
of nowhere, more than half way through the film, but we are expected 
to accept them end enpathize with them as the "love interest," 
si^t unseen. The fact that we do not makes then appear like 
strangers in their own film. 

As soon as Pauls sees Bob, her eyes light ip and she starts 
talking, at xhich point we suddenly understand why Acquanetta 
•ma given no dialogue the first time around. A bizarrely unaentimn- 
tal mcment then occura ss Paula stands beeids a window sotting 
(perhaps e quotation of a similar mom e nt in THE CAT PEOPLE- 19A2). 
Dr. Fletcher hears her and stands by her aide. He llatune to 
her pain but makes no move to comfort, to tou^h, to even apeak. 
He slsply observes her, insulated from her pain. 

Strange momenta like these are caused not by planning, but 
by the eccidentel Juxtaposition of different clittes with no aware- 
nesa of effect mi^t result. By this time at Ihiversal, 

horror films were not written by creatively sttenptlng to evoke 
an atmosphere of fear or eerlneaa. By now they are written like 



Top: Carredine awl Acqwietta fm CAPTIVE WILD WMAN- After 

years of D we s tern villeine, Carredine does not have to work to 
Guwey evili EMtns Lois Oollier swl Richard Davis dreoi of etardoa 
in JIMLE tOAAN. Did either of them ^pear In mother aivie? 
any other "B" film, by putting together collections of elements, 
cliches if you will, that appeared in previous horror films. 
One such slsment is the Had Scientiat. Another is the Monster. 
Other elements are the Assistant, the Love Interest, the Burgomaster, 
and the Siperstitious Peasant. All a screenwriter need do is 
tie enou^ of these elements together within s sixty-plus minute 
ruYilng tine and he has a horror film. Such thinking v«s probably 
responsible for GHOST X FRANKENSTEIN (19A2), MAfK X THE VJV«>1RE 
(1935). and THE MJMHY'S GHOST (19A4). 

Screenwriters Barnard Schttort (MLWY'S CURSE, FFWZEN GHOST- 
1945) and Henry Sucher seem to edd an element new to lAxiversel. 
Let us call it the Vsl Lewton element. Keep the audience in ignor- 
ance as to what is really happening, then whet they imsgine shall 
be more interesting than whst we can show. Or sinply stated: 
a monster you don't see is more frightening than a monster you 
can see. Right? Thus, to keep the audience guessing, no one is 
allowed to know (Axat's going on. 

Note the effect of this approach with the different performance 
styles. Acquanetta speaks her lines like an actress performing 
in a foreign language, with little swsreixess ss to what they mean. 
Willie, ss written, cannot uwterstand the things he hears. 3ovi 
and Bob, as previously noted, are insulated from everything. 
All the coapetent minor characters work on a canstwxt note of 
fear and confusion. Everybody talks ^ each other. No one seems 
to listen. All except 3. Carrol Naltfi (miles from his hunchback 
in HOUSE X FRAMCENSTEIN- 1944), playing Or. FlslchBr on a single 
note of perpetual bewilderment. They talk like no pecple have 
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ever talked, egeinst characterless standing Beta Mhere 1944 never 
intrudes. Thus, scenes pass that tell us nothing, xhere nothing 
ia conmavicated, where nobody knows what to doi 

Georoe i It gets me, all these goings-on, erouid here. 1 don't 
know what's cone over this place. 

Hiss Cray i I don't know whether to call the police, or what to 
do. 

George ; I'm all for waiting for... (Or. Fletcher enteral 
Hiss Cray ; Oh, Or. Fletcher. I'm so glad you're bade. 

Dr. Fletdw i khy? What's happened now? 

Miss Gray ; I...1 guess George can explain better than I. 

George ; Well sir, it ain't pleasant news. I don't know how to 

It is almost Theater of the AbsurdI 

Add to that, the style of direction. The characters in OtMGLE 
WOMAN are constantly walking frem one place to another, coming 
froai no place in particular and going nowhere in particular, seeming- 
ly with purpose, but as far as the audience can tell, for no conceiv- 
able reason. Reginald LeBorg obviously told his actors to slnply 
walk across the set, but the result ia to enphasire an atmoaphere 
of aimlessness. 

Objectlvae seem to appear and disappear at random. In one 
scene, Paula seems to have a goal. As she creeps behind Dr. 
Fletcher, she seems to want to kill him. But as soon as he turns 
around and speaks, that abjective disappears. 9>e says, "1 am 
leaving," then goes for his throat. Dr. Fletcher gains irresistible 
strength and tosses her to the floor. Bob enters. Dr. Fletchar 
becomes nonchelenti Paula goes docile. te'. Fletcher muibles, 
"bh, don't misurvlerstand, son." 

The movie becomes a kind of limbo, with people drifting here 
and there, dying, appearing and disappearing, all at random, like 

A good editor can sometimes pull things together and impose 
aone ^ity (re: CAPTIVE WILD HOMAN). But here, especially in 

a scene (obviously patterned after CAT PEOPLE) where Ooen is stalked 
throu^ the woods by Paula, the editor seems to heve been left 
with piles of footage to stitch together, with no ides of how 
they mre originally meant to fit. 

Sometimes this approacdi works like a Dade poem; Bob rows Doan 
out onto a lake, mouthing "romantic" dialogue as a radio plays 
smooch music; 

Bob ; You know wbat, Joan? 

Joan i Vhat? 

Bob ; If 1 were Cod I'd give every Doe like me a canoe, a lake 
like this, and someone like you. 

Joan ; If I were Cod, you know what I'd do?.. .I'd give every girl 
like me a...s magic power, ttMe each wonderful moment like this 
and duet it.. .with everlasting light. 

Bob ; 1 think you've got something there. 

At thie moment, the music still playing, we are primed to see 
something romantic. Instead, we get a shot of the water with 
Paula's hair swlntning Just below the surface. It is a strangely 
imettling image, because it la not frightening, not fumy, not 
faacinating in the way a shot of monster maketp ia. Throu^ sheer 
imcoopetence, the movie comes with an image that is. ..weird. 

The structure of JUNGLE WOMAN is so strange, that it looks 
like something went very wrong during production, and the anvie 
had to be pulled together in a state of panic. The result was 
not a very good film, but it was 60 minutes of movie. Now more 
than ever, the studloe were factories dsaiTied to turn out movies. 
People didn't go to see an individual title| people went to see 
movies- combat movies, weatem movies, comedy moviea, musical 
movlas. Monster movies. Ckw lousy title wouldn't hurt anybody, 
not intll something better comes along. 

Without warning. Dr. Fletcher's story terminates, and the entire 
cast (including first-billed Ankara and Stone, whom we haven't 
seen since the CAPTIVE WILD WOMAN footage ended, twD-thinte of 
the movie ago] goes down to the morgue to view the body. We get 
one shot of lass than a second's duration (the only glispee in 
the entire film) of Paula in her ape-women state, end the movie 
ends, with a moral to tie everything together: "The evil that 
man has wrou^t shall in the end dastroy Itself." 

Pauls returned for one last sequel. After the off-balanced 
structure of CAPTIVE WILD WOMAN and the almost ctnplete breakdown 




Tip: Otto Kruger canfna>ta Jock Pierce’s loot (Aiiveraal Hrater 

aekeip in JUCLE CAPTIVE. Note how, ae with FIWtCENSTEIN, most 
of the mPtetp' rests la: the ;pper hmlf of the focei Bnttoa: Otto 
load's desth at the hsvto of Acqimtta frea JWCLE CAPTIVE 
of JUNGLE WOMAN, this last film would start to put the pieces 
back together again. But in doing so it points the way to the 
end of the lAiiversal horror factory. 

JUNGLE CAPTIVE (1945) opens with credits in white letters against 
a photograph of unmovlng fog (similar to the credits for HOUSE 
OF FRAAKENSTEIN) . Uyda Beatty receives no nention. The action 
starts in a completely smlit laboratory as Mr. (not Or.) Stendahl 
(Otto Kruger) and his youthful assistants Den Young (nill Oewn) 
and Ame Forreatar (Ameiita Ward) electrically bring a rabbit 
back to life. 

Then the shadow of Rondo Hatton thrown against a morgue well 
brings us back to more trsdltionsl horror territory. In a sli^t 
redressing of the same morgue sat from JUICLE WOMAN, we are given 
B shot of Pauls lying in her meat locker in her ape-weman state 
which ia slmoet (but not quite) identical to the one shot we had 
of her et the end of her last outing. 

We watch Hatton kill the attendant, call for an aebulance, 
lock the ambulance drivara in a closet, stuff Paula's rigor mortised 
body in the ambulance, drive it to the comtry, pack the corpse 
into a woody station wagon, and send the aebulance over a cliff. 

Then a police officer walks into the morgue, finds the two 
captive anbulerce drivere, calls the police who send Detective 
Harrigan (Jerose Cowan), and Harrigan diacovera the body of the 
morgue attendant in Paula'a locker. 

AabulancM teiver : But what's he doing in there? 

Marrioan : Obvious, isn't it? 

A tattered hospital smock from the wrecked aebulance leads 
Hsrrigan to Mr. Stendahl'e office where Harrigan imnediately gives 
Don the J. Carrol Nalsh approach from CALLING OA. DEATH. 


Dan i You don’t suspect ns, do you? 

Herrioan t He-he. No. If 1 did I'd sek you a lot of routine ques- 
tions like, Mhere were you lest nl^t? 

1 go into ell these events in such detail only because the 
aovie actually ehowe us every one of these things happening, one 
rl^t after the other, each leading to the next. Such syatenatic 
logic coaes ss s shock after the elialess wanderings of 0UM14.C 
WOMAN. The change is too total to be sinfily due to a different 
set of writers. Is is as if someone “way if)“ sent down a iremo 
saying, “This tiae, n^ien somebody's going someplace, I want to 
know where he's going, and how he got theral" 

Not only is the plot more coherent, screenwriters Dwight tebcock 
(HUHTY’S CURSE, OEM) HAN'S EYES- 1944) and Webster M. Coates {STRANGE 
CONFESSION- 1945, and dozens of westerns) bring soae wit to the 
dialogue, which sounds, if not like speech froai life, then at 
iaast like speech from better movies. Don and Ame are even given 
a few minutes before establi^ing themselves as the "love interest." 
Don ("You can't operate) you're not a surgeon."] Young makes s 
more perceptive leading men than either Fred {"Oh well, look honey, 
you're letting your itaagination rtn away with you.") Meson or 
Bob ("Deer, it was just a bad dream.''} ttiitney. However, these 
improvements leave Paula herself in the beckgrotnd, e minor character 
in her own movie. 

Hr. Standahl brings Anne to his country retreat where she is 
introduced to his caretaker, ttolodc (Rondo Hattan), and to the 
body of Paula. 

Anne ) It isn't hunan. 

Steodshl i Precisely. This is a men-nade creation, an experiment. 
That's why 1 had to have the body to prove or disprove ny theory 
of restoring lifa. After ell. I'm not experimenting with a human 
being. This is an enlmel) you should recognize it as such. 

Ame ; But you comnitted murder to get it! 

Stendahl i Oh yes... you see, Molock is a true scientist. He under- 
stands the unitiportance of a mere life, when it might impede pro- 
gress. 

This scene wxJ the operation montage that follows are closely 
patterned after the similar scene and montage in CAPTIVE WILD 
WCMAN, with noaiinelly better dialogue. Unfortirately, a lot of 
the ioproved script is defeated by the same slow, mivolving pace 
director Harold Yomg bri^t to THE HMiY'S TDHB and FROZEN GHOST. 

Snappier direction or titter editing aii^t have helped. But 
during the war years, a movie did not need to be interesting. 
The rLtes would swallow anything. A eovle did, hmever, have to 
be 60 minutes long. JUNGLE CAPTIVE barely fills 63. CAPTIVE 
WILD HDMAN, stock footsge end all, only cleared 61. Thus it was 
not necessarily in the interest of director or editor to make 
a better movie. 

The saving grace of these scenes is Rondo Hattan. Real-life 
sufferer frdn the pituitary disorder Acromegaly (which enlarges 
some body parts while leaving others unchanged), Hstton had Juet 
coapleted his breakthrou^ role of "The Creeper" in the Sherlock 
Holmes thriller, PEARL OF DEATH. Mstton's Creeper became one 
of Ik^iveraal's final monsters- the mcnster who “wears slmoat no 
mske-up" In HOUSE OE HORRORS, THE BRUTE MAN, snd THE SPIDER NDHAN 
STRIKES BACX (all in 1946]- "Whose face you must see in order 
to believe there can be one like it." If Paula were a reedy-mede 
monster, "The Creeper" took that concept one step further, to 
stand almost alone as the Isst gasp of the IMlversal horror factory. 

Hattan had no dialogue in PEARL OF DEATH. We discover i#<y 
in JUNGLE CAPTIVE. He aiiiply reeds his words void of inflection 
or emphasis. His lines cone in on cue, but he seems i^iaware of 
whet MS Just said to prompt them, as if Hattan studied only his 
cun sides rather than cotgplete scripts. His blank delivery adds 
something to lines like, "You gorms put in a new brain?" 

If all this soinds familiar, it is because Hatton in PEARL 
OF DEATH «xj JUNGLE CAPTIVE is handled the same as Acquanetts 
was In CAPTIVE WILD WOMAN wid JUMILE WOMAN, respectively. It's 
a pity they never played e ecsne together. 

Otto Kruger, on the ether hand, is a seasoned character actor, 
bringing mtf^ece wid hunor to Mr. Standahl. The contrast between 
his csnmtitment to hie words and Hatton's seeming divorce brings 
a weird flavor to mbelievobly insaneitlve writing like; 

Stendehl : Not worried about her... are you, Holock? 

Molock 1 If you tAe out too much blood, ehe'll die. 


StendM)! : Oh, Molock. t believe you feel sorry for my pretty essis- 
tant. Don’t be a fool. ..with that face you're not exactly a Casano- 
va. (Indicates the ape wcren) This is more in your line, Holock. 
tBsbcock would write on both HOUSE OF HORRORS and THE BRUTE HAN, 
assisted in the letter once more by Coates.] 

Standahl ) Well, Holock, all this only proves hslf a theory. 

Holock ; What’s half a theory? 

Stendahl i Well, so far we've brou^t life back to this. ..hybrid. 
If ahe cxxjld be trenafor msd into a women, than I would have brou^t 
back life to s hunen. 

>talock ! Then why don'tchs do it? 

Under the ape woman makeup is IB year-old Vicki Lane. Her 
Psuia is livelier and less lady-like than Acquanetta's. She is 
given a single Jack Pierce makeup throu^vxit, which we in the 
audience have ample opportunity to study (one of the joys of Univer- 
sal horror which one doesn't often get from any other studio). 

After she turns human. Lane is not ss pretty, in s fsshion 
model sense, ss Acquanette. But her eyes are more expressive. 
Babcock and Coates give her neither dialogue nor traneformetlcn 
scenes [their script was written for Acquanette, who reportedly 
turned it down), but what we do see is promising. According to 
the pressbook: ‘Yliss Lane, one of the few actresses suitable 

for the part, happened to be the only one who was willing to endure 
the difficult make-tjp ordeal." She has no other major film credits. 

Ttie middle of the etory runs beck snd forth like s western 
or a serial) Pauls escapes. Is captured. Traneforms (footsge 
of the first hand traneformetion in CAPTIVE WILD WOMAN). Stsndahl 
leaves to bone on brain surgery. Pauls escapes. Molo^ looks 
for Psuls. He drives to Stendehl 's office. Meets Don. Don spots 
Arne's engagement pin on Holock. Molock drives home. Don follows 
Molock. Molock finds Standahl. Standahl captures Don. Don escapes. 
Ame escapee. Stendehl and Holock recapture Paula, Don, snd Anne. 

All this rtmlng aromd obscures the fact that this movie has 
nowhere to go. Having given us cxjr mcxisters, the filinnakers have 
no idea what to do with them. 

Yet, if you have never seen the first two films, JUNGLE CAPTIVE 
yields something unexpected. It leaves an inpression of a world 
filled with monsters. A world whose moneters have past histories 
one can never know, end here we ere touching only a single episode. 
A world that moves on. almost mindless of Its monsters, who sre 
only random pieces of its background. 

That same year, HOUSE OF DRACULA was explaining away the superna- 
tural and curing its monsters. A nation aggressively yearning 
to return to normalcy hed no place for them. It would abandon 
them to settle down beneath s blanket of comfort and censorship. 

As In HOUSE OF DRACULA, in the final scene, all the storylines 
leap together and the bodies mocpt: Stendehl prepares to remove 
the brain of fully conscloue and house-dressed Ame. Holock becomes 
protective, advances on Stendehl with his stock "Creeper" murder 
walk. Standahl shoots Holock. Molock dies. Paula transforms 
(previously quoted hand transformation rtn in reverse). Breaks 
straps. Kills Standahl. Coes after Ame. Is shot by Hsrrigan. 
End frame on the lovers. 

There le no moral . 

The cnvzed finale of JUCLE CAPTIVE. Mite U« "IMioratory" set 
that cxiulil Neva coae froa any movie. EigireBsifsiin is discarded. 
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"They chopped ofF its head and buried it for AOO 
years; yet it lives todsyl" 

Quite an liapressive sd-iine indeed for eny ijisuepect ing Saturday 
matinee croxd to encounter, and if one can pause for a monenti 
rear bad* to mid-suimer of 1958, envision oneself parading throu^ 
an anxiously-fliobbed theater lobby about to chance an inpreseionable 
glinpse of Christopher Lee in HORROR Of ORACULA, "a heed in search 
of its body" may Jolt your memory a bit, bringing back to mind 
that forgotten second feature. Soaring amidst the flying vertebra, 
sinister csatles atop haunted hills, blobs, and screaming skulls 
of 1958, THE THING THAT COULDN'T DIE is moat certainly est^lished 
conversation piece, not only in search of e body, but also deserving 
of Just criticism. This late-night television prowler is easily 
one of the wildest concoctions of fantasy-horror to come about 
during the chaotic, latter portion of the X950e. It idles among 
the lesser fare of discredit and is yet another perfect exsople 
of how the limitations of a meager budget burdensomely haunted 
its creators. This wickedly amusing excursion merits discussion 
and minor dismantling since beneath all of its visual absurdity, 
within David Duncan's story, existed a true horror film, the epitome 
of '50'b bizarre extreveganze. What emerges from Duncan's screenplay 
is a fantasy film plagued, not by the inaptitude of an inanimate 
staff of pallid production, but the mild inconclusiveness of its 
climatic structuring. 

THE THING THAT COULDN'T DIE dangles at the slender end of Liniver- 
sal's mildly coaplemented pot-boilers, cradled somewhere between 
MONSTER ON THE CAHPUS (1958) and Edward Dein's CURSE OF THE UNOEAD 
(1959) and THE LEECH WOMAN (1960). At the time THE THING THAT 


COULDN'T DIE was made, the exalted Universal-International special 
©Efects staff found themselves at the mercy of a sudden gush of 
low-budget, fast-buck shockers sent via overnight express »nd 
indelibly stamped with the genius of either Roger Cormui, the 
profitable gimmickry of William Castle, or the abourdity of Bert 
I. (tordon. ^ mid-1957, the arresting artistry of Universal's 
apeciel effects cinematographer, Clifford Stine, whose presence 
graced the earlier, more recognized Ul-fentasy filro such as IT 
CAME FRW OUTER SPAIX (1955), THIS ISLATC EARTH (1956), TARANTULA 
(1955), THE MONOLITH MONSTERS (1957), THE DEADLY MANTIS (1957), 
end the beautifully landscaped THE LAW UNKNOWN (1957), stood 
unjustly confined and nearly unexpressed. MONSTER ON THE CWPUS, 
THE LEECH WOMAN, and CURSE OF THE UWEAO did not offer much for 
Stine'a special photographic aophistication. However, THE THING 
THAI COULDN'T DIE, as seemingly uninportant a film anong enthusiasts, 
did propose the potential in having Stine further define his craft. 
THING, ahot under the title of THE WATER WITCH, is perh^ Stine's 
last exhibition of imaginstlve 1950's special effects. 

Ojncan's story revolves around Gldaon Drew (ftabin Hughes], 
an evil 16th sorcerer whose severed head lay buried beneath the 
earth somevAnere in the unblemished hills of Califarnle. Condenned 
to an eternal damnation and axed for his wanton deviltry, Drew's 
head and corpse are placed in separate graves, his soul lingering 
for centuries In divided torment. Gideon Drew will flouriah and 
exercise hie satenlc powers against the world whan his head and 
body Join again, it is told during s lurid flashback sequence. 

>ssica ajms (Carolyn Kearny) is gifted with the Militias 
of "second si^t." A sociably withdrawn young woman, she lives 
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with her temperately greedy aunt. Flevio McIntyre (Peggy Converse), 
on a huge, sprawling ranch nestled in the canyons of northern 
California. afternoon, with her dow n ing rod extended above 

a dirt path, she experiences a queer seneation while approaching 
a tall, menacing oak tree beaide the ranch-house. Unknown to 
her gueate Gordon Hawthorne (Nilliani Reynolds), Linda Madison 
(Andre Martin), Hank Huston (Jeffrey Stone), and her e^ti Jessica 
is aware of the Site which will reveal Linda's wrist wat<^, lost 
for days and wedg e d within the base of the tall oak. When the 
article is diacovered, Gordon menages to uncover an ancient taliaman 
lying under the twisted roots and curiously examines it. When 
Jessica is overcone by another alien warning, she begs everyone 
to leave the area and return to the house Just as a mysterious 
bolt of atmospheric force snaps a large limb and strikse Linda 
uwonacioue. Afterward, Jessica end her aunt, along with ranch 
staffmen Boyd AtMrcroRhle (James Anderson) and Hike (Charlas Horvath) 
, stroll over a grassy slope as Jessica casta her dowsing stick. 
Flavia la certain that an underground water vein exists on the 
property and locating it would serve her ranch well and return 
a handsome sun of money. Suddenly, the forked rod starts to writhe 
downward and stops. Flavia Is thrilled at the ai^t and orders 
&]yd and Mike to begin digging. Warily, Jessica locks on and 
again pleads with her amt to have them stop the ritual, warning 
everyone of ''something very evil" welting below. As Gordon arrives, 
his suspiclone of the telisaisi come to mind and he ponders the 
poeaibility of s buried treasure left by eiqjlorers during the 
16th century. Hours later, a aiaall, wsi^ty cheat is meerthed 
and carried back to the ranch, where Flavie hastily locks it inelde 
a apare room and awaits the srrivsl of Gordon's geologist colleague, 
Julian Aeh (Forrest Lewis). 

While all are asleep that evening, Flsvia's appointed sentinels, 
Boyd end Hike, shield the entrance ss Jessica quivers fearfully 
In her sleep, the imninent horror trying faveriahly to regain 
its dominance. Boyd's scheming ambitions of hording the "treasure" 
lead to persuading Mike, phyeicelly somd but mentslly deficient, 
to pry open the accursed box. While Boyd w a nders off to visit 
Jessica's cabin (Boyd being e devious end habitual midnight "peeper") 

I Hike lifts the lid and gezes dumbly into the face of horror: 
Gideon Drew. This scene is truly a memorable gem of fantasy cinems 
and is genuinely characteristic of ITilversal's distinguished methods 
in Inpacting the title fiend 14 XX 1 an eager audience es we see 
the ghastly head. In ti^t cloeeip, open its eyes and ailently 
murmjr to a dozed Horvath. 



Killing Boyd, Mike grasps the head adoptively and drags the 
body into the foreet. At the eight of Boyd'd blood, Flavia surmons 
the local police. When Linda becomes the next victim, she succeeds 
in having Jessica remove the tsliamen which results in the strength- 
ening of Cidecn's over-powering demonic melevolence. Later, Linde 
presents Jessica with a "gift." Within the dark, ribboned hat-box 
^ew ach e m e a the remiting of hia corpse* Once enslaved, Jessica 
sets out to locate Gideon's remains. Cordon, Hank, Flavia, and 
Julian are baffled with Jessica's strange behavior, and mewere 
of the prevloua occurrences, follow her into the hille. When 
the coffin is fomd, it is brought back to the ranch and placed 
inaide the guest room. Flavia is overwhelmed with the notion 
of selling the "priceless relic" to Julian as Linda discreetly 
instructs Jessica to fetch the "gift.” Suddenly, the chest-lid 
creaks upward to reveal Drew's headless body which rises and wobbles 
drunkenly ipri^t before the awing eyes of (kirdon. Hank, Flavia, 
and Julian- Linde watching the horrible event with grinning delict. 
Calmly, Jessica walks into the room (Gideon's heed in hand) and 
proc eeds in restoring life to Orew’a bewitdved soul. 

Drew, now of human form, stalks nurderoujaly aroimd the room 
before the atartled group plotting his first and ultimate offense. 
Wielding hie dagger, he stands despotically beside Jessies and 
pronoumces hie de Sedian verdict ss invaluable dialogue sbouzxlsi 
"At lest 1 breathe againl Satan still lives! Four centuries 
have not reduced his power! So this is whet mankind has teccne — hoga 
before the butcher wetting to diet" Eying the hapless crowd, 
he nocks, "Which one of you will be first! After so long a fast, 
1 thirst for human blood. Vou (Linda), bujt 1 think your blood 
is too cold, and your blood has turned to water! (Flavia) Your 
blood is diluted with the vile stuff you drlrkl (Hank, a light 
boozer) And you heve dried up! (Julian] Ah, you. (Cordon) In 
his atteopt to seize Gordon, Drew stinbles back into the casket 
upon the Godly sight of the taliemen. When Gordon and Hank cau- 
tiously lift the lid, Drew's skeletal form is seen, freeing Jessica 
and Linda from his spell ss Julian announces, "Satan has finally 

Baaed upon David Dupcan's original story The Water Witch , the 
screenplay does contain a number of pills which are difficult 
to swallow. However, the madness of Its execution Is expediently 
expressed through Wilt Cowan's shrewd and tasteful direction, 
fashionably embodied by Stine's incisive photographic effects. 
Cowan's keen directorial flow sujccessfully roujses sufficient mystery 
and menace to the point of the "thing'a" Introdujction. Ipon discov- 
ery of the ominoue chest, a subtle impllcstioh is given as to 
its possible "humen" contente, revealing the obvious guise of 
Its "monster" inplied title. Ceeplte this ponderous give-away, 
Cowan's thoughtfully calculated pacing does manage to bolster 
the triteness of the film's low-voltege fiend who resenbles a 
AOO-year-old Errol Flynn. 

Will (to« o n '8 debut in the motion picture industry aa produjcer 
came in 1940 at IPiversal Pictures with HE'S MY GUY, whi:^ starred 
Joen Davie and Dick Foran. Cowan's masterful mixture of drama 
and brassy big-bend enterteirment put him firmly at the helm of 
a continuing array of papular Univereel two-reeler mueicala end 
features, such aa CALS IHCORPORAIED, GET GOING!, SWINGTIME BLUES, 
DANCING ON THE STARS, ROCKIN' THE BAW, SWING THAT BAND, wxi SOUTH 
SEA RHYTHMS, to name a few. Also during the esrly 19408, Cbwen 
Isasoad endless thrills with such enjoyable feature westerns as 
ARIZONA evaONE, LAW OF THE RANGE, MAN FRCW MONTANA, THE RAWHIDE 
RANGERS, and sn extravagant "thrill-s-minute" weetern-mujslcal 
entitled SONG OF THE PLANS (1943). His top-billed talents led 
to more generously bujdgeted, tuneful mueicsls like RCX3<ABYE RHYTHM, 
HONEYMOON «1EA0, end ARTISTRY IN RHYDW which featured the Stan 
Kenton Orcheetra. Hie versatility prospered with films like JUNGLE 
WOMAN (1944), CEAD tCN'S EYES (1944), CALLING DR. DEATH (1944), 
and THE FROZEN GHOST (1943). Producing snd directing an abundance 
of telaviaicn coanercials during the 1930 b, he briefly returned 
to feature films at Uiiversal in 193B with THE BIG BEAT wxi THE 
THING THAT COULDN'T DIE.. .his lest motion picture credit. Will 
Cowan left miverssl in 1959 and went to Warner Brothers for a 
short six month period and than went on to Hetro-Coldwyn-Mayar. 
Later, ss president of Filmwaya of Caliromia (a suPeidiary of 
Filmways, Inc.), he retired from tine indujstry. By then Filmweys 
of Celifomie had be c ome "Will Cowan Productions." 


"The coating of THE THING THAT COUUM'T BIE tm excallent, 
aepecially the technical aapect of lt> You Just coul^'t do any 
better. Everycne on the flln taere all top-grada vetarena. Rueael 
Hetty* Alex Golitzen, Qiff Stine* and so on «ere all prominent 
figures of technical stature," Infomed Co n an. 

The prestigious contiination of the award-winning talents contrib- 
uted by Russel Hetty's distinct photography and Alexander Golitzen'a 
freah* appropriately artistic art direction* secure the reputation 
of lyiiversal's polished tradition. Rueael Hatty's leneing is 
a special and dominating mood factor throughout the film and a 

stendout where Reynolds is huched over the oiainouB chest, echoing 
the foreshadowing inscription: "If ya valueet thy iamortal soul, 
open not this accur s ed cheat. For within It lyath the dlaanPodied 
spirits of Gideon Drew, foulest and wickedest man whoever set 
feet ipon the Earth." This is set over the tranced 3essica walking 
serenely out of the door into the foreboding nocturnal gloom, 
her divining rod outstretched as a nightmarish wind swirls her 
vlrgln-rfilte nl^tgown. Cowan's strive toward manifesting a apirit- 
ually evil sure is proficiently orchestrated and capably sustains 
intrigue in a nest freAiah manner. 

The story development of THE THING THAT CDULON'T DIE identifies 
somewhat with that of Astor Picture's tinny but irxjaually aerie 
1958 entry, GIANT FROH THE UNKNOWN. GIANT purports aiadlsr tainting 
of hlatorlcsl fact and fiction, more validly accepted in its visual 
content, narrating the tele of a depraved and traitorous Conguiatador 
"Rlp-Van-Winkle," whose catatonic awakening results in modem 
day mayhem. This sort of brew is obvloualy more :Aireatrslned 
in THING, pivoting ipon a centuries' old relic believed to contain 
the stolen Spaniard treasure belonging to Sir rrancia Drake who 
sailed to the nanelaas shores of California during the 16th century. 

Two sequences from TIE THIMl THAT OOULON'T OlE feebcing Bud HeM- 
■ore’s synthetic heed-cast of actor Robin Hj^ws 



Ihia is thou^, at times, huaorouely aacabre, presuaebly inintentlon- 
al. 

Performances ere dlaplsyed aOdrably. William Reynoltte piay* 
with a confident and virile strai^t-forwardnees, nicely accented 
by Carolyn Kearny's naive, angelic p r e s en c e. Hiss Keamy'e Mxjting 
role coabines altered acods of tenpeetuousneae end aiiitlety- a 
piece which she renders vlvaciouely. Andre Hertln and Oeffrey 
Stone Iqndle thenaelvee with a certain ease of fluency. Andre 
is sedjctivlay tranaoittad, and in a few aequercea, strikingly 
ciAhing as the slavleh vlllainess. Paggy Convsrsa, in her portrayal 
of Flsvla, is particularly vibrmt and aucceeds in weaving a aanae 
of earthy flasPoyancy into her character. Vie I HARRIED A MONSTER 
FROM OUTER SPACE, Semes Anderson is aptly cast as Boyd Abdrcraibie, 
one of Flavia'a crafty and enotlonally twisted handyaqn. The 
conviction of Anderson's performance is best observed in s scene 
wherein his repeated desires to connect with the Innocuoue Desalca 
are viewed in tranquil, moonli^t viaite to her cabin, standing 
in frustration behind her locked door aa he peers prinevally into 
the window to watch the youig woman disrobe. Anderson's protege. 
Hike* e lutfwring brutitf: aty e r m an with the mentality of a water 
chestnut* is adequately played by actor-stuntaan Owlea Horvath. 
Anderson's si4>ramacy over him createa sane li^t comedy, emoothly 
ovsr^wdowBd by the iapendlng terror. A fine example of atmospheric 
creativity comes when Horvath is poised blankly beeide the "head" 
which Is neatly perched at^ a rotted tree liob staring diabolically 
at Oaesica In the distance. Drew's eyes turn to Horvath and tele* 
pathlcally prosote its next command* giving way to the clseeicelly 
logued reply, "Yes, she finds things.. .even bodies." Other scenes 
similar to the aforenantioned ahow Horvath traipsing around the 
ranch with Drew's head clutched firmly in hand by a clusp of entan- 
gled hair, spying into windows in search of Hiss Kearny. Partly 
thereafter, Horvath is pursued by the local lawmen aa we catch 
a foreground glimpae of him squatted behind a huge rod< cowering 
from the approaching police, cradling Drew's head in maternal 
defense. These actione are technically authentic in utilizing 
Bud Westmore's synthetic head-cast and are eerily tailored by 
njssel Hetty's photographic definition. Gereheneon's music is 
ahrewn sporadically about from CREATURE FRCH THE BLACK LAGOON, 
THIS ISLAM) EARTH, THE DEADLY KANTIS, and TARANTULA. 

Special praise goes to the brief appesrsnce of Thomas B. Henry 
who is seen aa a strange, hooded figure during the stylishly done 
flashback sequence. Ae Oesslca wanders through a glocny, mlit:i^t 
forest, she suddenly lapses into e eemi -trance and slips back 
in time to witness the beheading execution of Gideon Crew. In 
typically staged Ihiversal fashion, we see a 16th century procession 
of grim medieval cherecters leading e bewildered Drew towarde 
the chopping block, amid Cershenson's dirging drum and fog-shrouded 
Bet. An echoing hooded men orders the blindfold be removed as 
Henry reads the scrolled records of Drew's blasphemous crimes. 
"Remove the cloth and let him see a world where he shall never 
walk again. Fear notl His eyes cvxkit ^ide the vision of lost 
honor that surrounds the ancient talisman." As the cloth is taken 
away. Draw blurts viciously, "CowardsI Lock at mell" as the others 
^ield their eyes from his corrosive gaze. Holding the talismen 
baldly before Drew, Henry interjects, "Nayl Do you gaza on this? 
(teew, shunning the sacred amulet) Speak not of cowards when your 
own heart falls at viaions of the ayes you've betrayed. Ayl 
Grovell And hide thine eyes, but tune your ears to this. ..the 
record of your evil deeds. Thou Gideon Drew has blea t Anemed thy 
creator) Thine voice was Iward sbove the hurricane beseeching 
Satan to overt the wroth of God. Nayl Thy was rotbed and murdered 
and by the power Satan placed within thine evil eyas, haa cornfited 
better men to do tt« samel" Drew then proudly proclalme ttbt 
someday "I shall rise to apread the flames of Hall aroml the 
world" as Henry furttmr c ondemns, "That we shall prevent by our 
pcniahnent. Let his neck be stratchedi" Aa Crew ie escorted to 
the chapping stump, Henry announces his final malediction: "Hear 
Gideon Drew, the fate before thee... Theu ahell not dle l They 
head which tau^t the evil deeds ahall be severed from its imiediete 
body. Steeped in its evil thoughts, thy head forever living, shall 
lie in this nemeleea land. Mhiie in amtiwr grave, thy hsadlssa 
corpse shall find eternity in which to ii.Bt...and find the time 
too short to give it eseel This be thy torment) And the curse 
^11 rei^i, intll tliy head and body join again)" 
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Evm thou#i mMi\ of IHINC Mae fil«d on Ituveraal's back-lot. 
loro is *1 in-door "outdoor" aaodlly c^iccd cti fila 

Drew's nedc is indeed "stretched" ae we eee e grisly shot of 
his heed being looped off and placed Into eternal storage. The 
beheading sequence la aurprieingly convincing! but fails to display 
the sll^test drop of blood. This poeslbly being a feaeably 
iiiplicit extension of Draw’s '%loodlaes" persons. 

The ndcing of THE THING THAT COULDN'T DIE evolved djring a 
period of diletm for its creators. The purchasing and releasing 
of full-length feature filee to television in the fall of 1957 
caused considerable dewsg e within the industry and to aost of 
the fnejor studios, as crowds at the bex-office began to dvindle 
and decidedly preferred to stay at home and td<e advantage of 
free movie antertainment. Lata 1957 was ind ee d a turbulent period, 
very much so for Universal as aovie theater groeaee suffered a 
drastic tromsing. Over 30 pictures had been completed and slated 
for release, ^inet a aorket that had swayed favorably toward 
television viewing. Mhst resulted in Oerxjsry of 1958 was a nessive 
"clearing ouf* of contract personnel, technical staffing, and 
other assorted talent. Ihiversal then prepared to produce a gmfi 
of lower budgeted projects with the existing finds, scheduling 
these features for production in early 1956. Among this group 
were MONSTER IN THE NIGHT, THE COELACANTH (MONSTER ON THE CAMPUS), 
AFFAIRS OF A VAMPIRE (CURSE OF THE UtCCAD) , THE LEECH (THE LEEOT 
WMAN), and THE WATER HITCH (TTC THING THAT (SULDN'T DIE). Slmultan- 
eouely, the end of Hiiversel- International drew nearer to a merger 
with Hueic Corporation of Anarica (M.C.A,), which officially cane 
in 1959. Khen THE THING THAT COULDN'T DIE went into production 
on Jenuary 1, 1956, on a budget of tl50,000, tha corridors at 
Uiiversal were eiif)tying. 

William Cowan reminisced on his experiences during that period. 
'■When 1 began nMiing THE THING THAT COULDN'T DIE, some interesting 
situations occurred. With the times being as they were in early 
1958, it was the fmtion of all the department chiefs to clear 
theOBelves of contract individuals. This picture, aa were most 
horror films, was not regarded hi^ly. The chiefs of casting 
approached all the contracted talent on the lot and suggested 
they do a part in this picture. Jill St. John was one, among 
others. They, or their agents, would turn a picture of this budget 
awey which reaulted in a euepenalon, and the etudio we no longer 
obli^ted to pay than. So what THE THING THAT CDUIDN'T DIE did 
waa 'blean out" the contract rarka. William Reynolds, Andre Martin, 
and Jeffrey Stone were all contracted liriveraal talent and accepted. 
Cerolyn Kearny wee e newcomer and was tid<led pink about doing 
the film." 

Hr. CowoT continued) "ftuaael Hetty and Alexander Golitzen 
were both avall^le to do the picture and normelly would not have 
been easigned to a project with this 1<M tudgat. Now, in England, 
the J. Arthur Rwk Organization wanted to double-bill e lav-budget 
horror film with e production they had at the time recently secured 
(HORROR OF DRACULA). Univereal had worked very cloeely with them 
thr<x^ the yesrs, aid THE THING THAT COULDN'T DIE wes to be 
that picture. At the tine THE THING THAT COULDN'T DIE was nearing 
coaplatlon, lAiivaraal had dismissed a large dxrk of studio faculty. 
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Vou^ archnologist Ullw toynolds givos Carolyn Keamey the 
IbIIimh which will keep evil aaay frae her...f(H«ver 
All of tha writers were gone, and David Duncan reaiained on the 
staff as a sole survivor and wes given very little time to ccnplste 
the screenplay. I can clearly remenber driving to tine studio 
on the last day of shooting, still indecided on how to direct 
the finale. So actuelly the lest few minutes of THING where the 
casket is brou^t back to the houee and the headless body emerges 
was somewhat ad-libbad. On the last day of shooting, all of the 
department chiefs had been present to see what 1 had come ifi with 
for a climsxl He shot THING in about lA days and entirely within 
the miversal lot. The rolling hills which are seen in the film 
are actually the Universal back-lot property with the Sente Monica 
and San Gabriel Hointains in the distance, looking toward Burbank. 
The ranch house used in the picture can be rsco^iized as the old 
‘Mb and Pal Kettle" facade. It had been seen in contlese other 
Universal productions throughout the years and la still standing 
as part of New England Street on the IMiversal tour route. The 
finale was especislly fir) to do and quite nemorsble indeed." 

Writer David Duncan spoke briefly about his work during his 
tenure st LMivereal) "I can't recall the exact year I wrote The 
Weter Witch since 1 failed to keep copiee of any of my screenplays 
or telaplaye. 1 believe 1 wrote it eonetime around 1955 or 1956. 
I was on a salary at Univereal irxjer producer Howard Pine who 
wented me to come ip with some original science fiction/fantssy 
stories and scr een plays. 1 first wrote the story and screenplay 
for a picture which was released under the title MONSTER ON THE 
CAMPUS Old then wrote THE WATER WITCX. As far ss I recall, the 
scr ee nplay to THE WATER WlTO( did follow the orlginel story closely. 
I did conplete THE WATER WITCH myaelf. This I remenber quite 

or mere writers working at Universal at the time, all of us in 
what was then known as The Writers' &jilding. One week 1 took 
Thursday and Friday off due to some sort of indisposition and 
then returned to work the fallowing Monday to discover the Writers' 
Building totally deserted except for a few women in the secretarial 
room, one of whom looked st me in estonishment snd said, 'What 
are you doing here? Don't you know that ell the writers were 
fired last Fridayl' 1, of course, heUi't known and so went to 
Howard Pine's office to see if I had been included in the holocauet. 
I had not been. Universal was going through a chaotic upheaval 
st the time and cutting back on everything, but Howard had preserved 
me by ssylng that I needed only two more weeks to finish the screen- 
play to THING- the implicstion being that I'd jolly well better 
finish It in two weeksi So the finale did come off se quite abnsnt, 
but time wasn't on ny aids. It was very strange being the only 
one acci 4 )ying that big old building those last two weeks." 

Hr. Duncan continued: "1 can think of only one particular incident 
relating to THE THING THAT IXULON'T DIE. During the flesh-back 
eequence, since these were Elizabethan times, 1 decided to put 
all the dialogue into ienbic pentameter. Tine trouble with this 
was that the secretaries who would type Lp the writers' manuscripts 
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The clUm of DC THING THAT COITN'T DU featuring ending 
ttMt OM a i j w u ««»e t ad-libbed (the eovie ues filaed in cnly 1* deysl] 
Mere inetructed to allOH dialogue only so many mrcfa to the printed 
line. This was eo it can be nessured time-Hiee. But a line of 
five isibic feet is generally longer than the allmed mnber of 
words, so that "y pentameters came back from the typists looking 
like anything but. This would mkxbtedly aess ip the rhythm 
for the sctor. In vain I pleaded that in this one scene the rules 
be broken and that they type the dialogue line for line as I had 
written it. I failed in this endeavor through each revision, but 
as it turned out. the actor playing the scene was indeceived. 

1 wee very pleased when I finally saw the movie on television 
to hear with what gusto actor Robert B. Fuller rolled out this 
particular section of dialogue." 

David Duncan concluded the conversation by discussing some 
of his other literary ecccmplishmentsi "Hy only original science 
fiction story and screenplay that never got into film was Dark 
Dominion , based on ny novel of the same title in 19M. I finished 
the screenplay and production had started, when to the sorrow 
of ell concerned, the producer, Williaa boidy, died and the project 
wss cancelled. Dark CDminion was my first attenpt at science 
fiction and 1 wrote it because the polishing house of Simon and 
Schuster was offering a $7300 prize for the best e.f. novel by 
B writer who had never written science fiction material before. 
The book was never entered in the contest because my New York 
literary agent sold it ss a serial to Collier 's for a considerably 
larger em than the prize would have been. Probably my only screen- 
play that will outlive me is the screen version of THE TIME MACHINE, 
based upon the novel by H.G. kblls Old then produced by the lete 
George Pal, a wonderful m»i to have worked with. The screenplay 
won ne a George Helies Award. I wee also the origins! screerpley 
writsr on FANTASTIC VOYAGE and did not write the story. The screen- 
play credit went to arbitration and I ended ip with only the scenario 
credit, the kind of thing that infuriates writers as t have undoubt- 
edly infuriated others. For exsnple, later in the sane year that 
I wrote THE WATER WITCH, 1 wes rehired by Universel to doctor 
a dismel screenplay called THE LEECH WOMAN, and rewrote it to 
the extent that I was given sole screenplay credit, no doubt to 
the fury of the original author whose name I do not recall. During 
my last five years in Hollywood 1 wrote alnost exclusively for 
televieicxi, and with the exception of six or seven teleplsys 1 
aid for the MEN INTO SPACE series, and one for the OUTER LIMITS 
series, sll originals, nc»ie of my other work was in the s.F. 
category nor did 1 ever consider myself ss primarily a s.f. writer." 

THING falls Into that bizarre end irxlilating period when fantasy 
«xl horror still retained an honest, heaping sun of cfjelity anter- 
tairwient, before surrendering to such unwatchable atrocities as 
HILO WOMEN OF WONGO (1959), BEAST Of YUCCA FLATS (1961), MONSTER 
A-GO-GO (1963), THE ATOMIC BRAIN (1963), THE CREEPINC TERROR (1964), 
and THE BEACH GIRLS i THE MONSTER (1965- aka: SURF TERROR). 

THE THING THAI COULDN'T DIE represents e mere ornament amidst 
the waning penorame of the late '50'8 monster-fantasy. Hovpver, 
despite its conrarplece heredity, THING remeine traditionally 
Universal. 


(Continued from Page 3] 

listen to new rock 'n' roll music, ao Instead they either listen 
to the Istest trend In dreary, unlnaginstive radio prograiming 
(the so-called "Claaelc Rock" format- geared toward the "Yippy" 
clientele) or they listen to esoteric (but dull ) "Nsw Age" synthesl- 
zer/fueion muzak because it cetera to an elite network of fellow 
intelligentsia. Many of theee same people, ee far ae film ie 
concerned, blot out the face of now, the face of- yes -visceral 
violence. Instead of discriminating between good and bad platter 
movies, they instead diamise NIGHTMARE ON ELM STREET mid NIGHTMARE 
ON ELM STREET PMIT 11; FREDDY'S REVENGE In the same breath as 
being eouellv repulsive. These brain-dead, non-dlacriminatory 
snobs diaraiss an entire aub-ganre ee trash without once attenpting 
to pick the flowers from the weeds. Today, too many people with 
too many preconceptione make judgnents based eoley upon internal 
prejudices. They claim, slght-traeen, thet today's horror movies, 
dieguating end Juvenile, appeal only to perverts who secretly 
love to see women diamantled. Oh, if film criticiam were thet 
seey. The coplexity of any film genre needs to be met objectively 
half-way before being attacked merely on the basis of one's sensibil- 
itiee being insulted or one's morality being offended. 

Siapiy stated, MldMer will continue to welk the fine line between 
covering the glories of the pest, the controversy of the present, 
and the promise of the future. Like it or not, but the horror/fants- 
sy novle genre is thriving, Ae Bob Dylan once warned my entire 
generation: "He who's not busy being bom le busy dying." 

To end on a mxh happier note, in two short years Ml<>lBr will 
celebrate Its Z5th anniversery issue. Me wish to celebrate our 
25 years of pibllcatian the rijit wsy- tell us how, nowtl Be 
beck next Halloween- keep those letters coming (end enjoy the 
extra eig:t pages). 

tey and Sue Sv^ile pose in frmt of Sue's b«ic-drcf> (ifiidt ^ 
painted herself) tWiich wee created Fa- car llmiellm" Party, held 
^ne 28, 1986, celebrating two woxjwful years of «rrlegel 
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It didn't all start with ALIEN. Audiences xho now enjoy this 
film, its sequels and imitstionsi can think back with fondness 
on like-theaed aci-fi which caee before. These film are worth 
recalling because of the varying degrees of pulp iniaginatian that 
went into their creation. 

It is fitting that ITI THE TERROR FROH SEYOtC SPACE be discussed 
first. Not mly was it first chronologically (19S8), but it often 
receives credit for being the film that- by accident or deslTi 
-inspired ALIEN. Thou^ it is seldom seen today, it still has 
a following and. tharf<s to director Edward L. Cahn, is a better 
aovis than it should have been. 

There are however flam, particularly in the inenner in which 
writer leroaie Bixby cultivates the romance between hero Mershall 
Thoapson and 9%awn 9glth. This relatlcnahip is not only unconvinc- 
ing, but unaattllng. The pre-ALlEN movies were, generelly, better 
t^ien the primary focus was on suspenae. Not only did the love 
interest or friction get In the way of the energy of the films 
in idiich they are used, but, more often than not, they ere poorly 
hendled. In ITI we learn early on that Hs. Smith is engaged to 
marry mlsaion connsnder Kim Spalding. Vet, in only hours, she 
fells for Thoapson and makes only token efforts to hide this fact 
froai the by now terminally ill Spalding. ITI would have been 
better if the relationship had not been triangular, since the 

speed et which the 'V«roine" withdraws affection and support from 
her flvice renders her unsyapathetic. Spalding eventually seats 
a brutal death, indasarvedly so, apparently Jmt to clear the 
wey for the lovera. 

But the key fl«M of ITt is the creature itself, which proves 

the axiom (widely accepted In both fan and filtmuklng circles) 

that no matter how Interesting and original the monster is, whet 
one really has is a mn In a scary suit- and the audience knows 
it. So, the more we see of the creature, the less we believe 
in it. may heve looked iapressive in preliminary drawings, 

but the execution is not totally effective. In the first place. 
It looks more like THE MONSTER FROM PIEDRAS BLANCAS tTwi a Mrtim. 
Secondly, i*)en seen in close-ip for too long, the conetruction 
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flews are readily apparent, especially when the creature is chaeing 
astronauts down corridors. Not only do we have a men in a nonster 
suit, but it is an ill-fitting one at that. 

In much the sane way that director Francis 0. Lyon tried to 
get around the even worse constructed gill-man of DESTINATION 
INNER SPACE by having it jimp out et us at ineipected mcments, 
C^hn apparently knew hia creature could not survive long exposure 
to the audience, end sought to correct this by keeping it shrouded 
in shsdCM or artificial fog created by explosives. Mhen he does 
this, ITI THE TERROR FROM BEYOtC SPACE Is downright scary. It 
is unfortunate that Cahn could not avoid showing the monster in 
close-ip altogether. 

Finally, by today's standards, ITI ie mlntentionally hunoroua 
for its lack of scientific foresight, from its 1973 Mars expedition 
to the pencll-ahapad craft itself, complete with pressurized inter- 
iors and cathedral callings that would put the lobby of a linuary 
hotel to shame. Of course, neither Bixby or Cahn had the advantage 
of a 1986 perspective. Mhy then has ITI been treated respectfully 
for nearly three decades? Stated siJiply, when it works. It works 
dsm well. 

To recap the plot briefly, the only setting (except for two 
brief Earth bomd news conferences) is the rescue ship sent to 
retrieve Thoapson, the only survivor of a previous expedition 
from the red planet, and return him to Earth for the trial of 
the murder of his crew. No one is believing Thompson's contention 
that they were picked off by a hostile life force. Thoapson's 
rendition of what happened is among the eeriest and most suapenaeful 
moments in the film as he describes the blinding, shifting sands 
and the howling creature no one can aee. It may be producer Robert 
Kent wanted to keep the film in a claustrophobic setting. It 
is even more likely that budget limitations made the shooting 
of the scene impossible. In either event, one wishes that it were 
filmed. This could have been one of the outstanding scenes In 
pulp sci-fi movie m ai l ing. And too, remember how well the "exteriors" 
establidied the atmosphere of ALIEN. 

But Cahn does manage good atmosphere and suspense when it is 


discovered that Tbon<>son’a nenesis Is now on board. We first 
see ^ as a Glutting hendt then Juet a shadow on the wall, later 
also in shadcw as it ettecke its first victim. When efforts are 
made to kill the creatura with grenades, we see it looming out 
of the smoka, but only in outline, roaring defiance at its tor mon - 

Cahn also builds tension when the monster is not being sanii-seen, 
such as when a dying victim, all hia body fluids drained by what 
ckx:tor Am Doran term (somewhat mbelievsbly) as oenosis, ises 
his last strength to warn his would-be rescuers sway. Later, 
when an astronaut is trapped by the creature and hes only a flame 
torch for defense, one coulih't ask for more eimpenseful filmnaking, 
particularly when ^ starts breaking down the wells. 

So, despite the flaws. It is likely that this film by Cahn 
(»ho Marked in the scl-fi, wild youth, and rock 'n' roll movie 
genrea as actively and at the same tine ss Roger Corman, but Catvi 
never achieved the later'a following) is his flneet hour and nine 
minutes. Thonpson also got e chance to develop his stem but 
likable military man persons he perfected in riC»0 WITHOUT A FACE 
end FIRST MAN INTO SPACE. 

Of course, no eetisfactory reason is ever given why acientlats 
on a mission to a dead world would pack enough weaponry (including 
poison gas) to battle e anall army. 

A semi-variation on ITI, QUEEN Of BLOOD (1966) la among the 
most intereating filme diacussed here, because of the slap-dash 
clrcunstences mder which it wee filmed, the result of (incredited) 
producer Roger Corman earlier buying Russian sci-fi films, then 
building new movies around the footage. 

Tha few European or LTSSR movies (or parts thereof) that have 
reached our shares establish that the visual concepts and execution 
were acperlor to thoea of western hemisphere filttmakers of the 
same period. But few have been seen here, apparently because 
they were considered non-coemercial dremetically. QUEEN OF BLOOD 
contains several sequences from PLANET OF STORMS wid THE HEAVENS 
CALL, whlc^ were also featured in BATTLE BEYOtC THE SUN. VOYAGE 
TO THE PREHISTORIC PLANET (directed by Curtis Harrington inder 
the name "John Sobeetian") end Peter Bogdonovich'e VOYWE TO THE 
PLANET OF PREHISTORIC VOTEN, for which the director was known 
ss "Cbrek Thomas." 

QUEEN OF BLOOD uses extensive new footage set on board a craft 
returning to Earth with its precious cargo, a female alien (Florence 
Marly) and futuriatic vatipire that eventuslly starts drirt<ing 
the crew's blood, a further variation cvi IT! 

The film la also distinctive because the crew Is fully aware 
of the alien- if not tha consequences In edvance -and the "creature" 
is (mostly) htinen in appearance. In ell other cases, the menace 
is distinctly alien. It la also a forerunner of Norman J. Warren's 
HORROR PLANET in which a murderoua women astronaut (Judy Geeson) 
stalks her fellow scientists and camibalizea then. QUEEN OF 
BLOOD ends with eggs deposited on board the space craft while 
HORROR PLANET utilized baby monsters for the 'Vickar." 

Itire care than ueual was utilized in QUEEN OF BLOOD to integrate 
the Ruaaian footage into Herrington's screenplay, even to matching 
spacesuits from film to film. Thou^ the astute viewer will note 
that the special effects tend to be grainier than new scenes, 
It is doubtful that the drive-in crowd suspected that they were 
looking at at least two different films. The first half hour, 
with USSR scenes pretending to be the rescue mission, tends to 
be uneventful dramatically. But things pick ip nicely when the 
crew returns to their craft and the stock footage gives wey to 
the astronauts being stalked by Herly, 

Because this space ship was not ss expensive ss those in other 
fllmB (particularly THE GREEN SLIIC and ITI), Harrington had to 
siAstitute cat and the canaries with diacimsion over whst to do 
about Marly. In a switch, this alien is meetly passive, hibernating 
for hours at a time, when aha could easily be slain. Harrington 
had to therefore make ue believe that the being should not be 
destroyed, even after the ranpage begins, baceuse of her/lta scienti- 
fic value. Earthbou^ comnander Basil Rathbone damend s the preserva- 
tion of her life. £he perlehea anyway, however, when scratched 
by heroine Judi Meredith. It seems the "queen" is a hemophiliac, 
worshipped on her planet and sent to Earth to populate It with 
her eggs, which look like pulsating tometoee. 



CbMboy actor Hey (ba^) Corrigan portraying ttie title meter 
froe ITI TIC TERfOt FHM BnOi} SPAfC. Mite the iU-flttlrq coetieB 

Harrington's tone is mostly cynical. lAilike moat pre-ALIEN 
film in xhich the creature (or whatever) stowa away or is brou^t 
tn board by accidant, Harly's presence is calculated in advance. 
The film is also antl-ecience, with the Intellectuals unconcerned 
for hieien life whan compared to the need to preaarve the alien. 
They are tragically inaware of the coneequencee of bringing the 
space eggs to Earth. At the finale, Saxon hopes Rathbone knows 
•Aiet he's doing, but it ie clear Harrington thinks he doesn't. 

The star of QUEEN OF BLOOD le truly Herly, who smiles out at 
the explorers throu^ tense, gleaming lips, looking at them ae 
a food source instead of fellow travelers. Her li^t green akin 
tone is opproprietely eerie and, because her Mcin-tight space 
suit matches the akin, it creates an appearance of nudity. This, 
and the cat-like memer in which aha pursues her prey, gives her 
actiona an mterlying saxuality, partlculerly noticeable as she 
esbraces Demis Hopper or lies virtually over the knconacious 
body of Sexon. 

Interestingly, while IT! THE TERROR FROM eeYO^O SPACE wasn’t 
even cloaa regarding scientific predictione, QUEEN OF BLOOD was 
prophetic in its forecaets of moon landinge. But ite ana i^ibeat 
contention, world-wide cooperation in the colonization of the 
planets by 1990, doesn't eeem very likely. 

Of tha filma under discussion, MUTINY IN OUTER SPACE (196S) 
is the only one in which the alien is basically non-intelligent| 

it is B ftnguB dleoovered on the Moon. It is similar in plot 

to THE GREEN SLIHE {1966), the first Jepanesa-American co-prodiEtlon, 
in which Jelly brou^t aboard a ^nce atstion from en asteroid 
evolves into little green vegetable men. B ecause the MUTINY IN 
OUTER SPACE fungus cannot actively stalk the aatronauts, director 
Hugo Grimsldi cannot build auapenae in the ueual way. lha queetlon 
is whether the estroneute can control tha growth that ia not only 

wrapping itself throu^iout the apace station but aromd it. The 

script by Arthur C. Pierce (DESTINATION INNER SPACE) is purely 
finctionel, es ere the effects (besic tnodela produced end filmed 
in Italy) and the li.nar Ice ceves In which the fuigue is found. 

Ship commander Mlliam Leslie end heroine Ooloree Faith are 
eventually able to destroy the fmgus by freezing it, since the 
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ihip’B cantral hMtlng activates it. The nutiny of the title 
ia a sii>-plot concaminq «hich of the eatroneut'e proposals should 
be followed. The filn's prinery, noetslgic interest today is 
in the casting of ^ricsn>Intematlanal oluinl, particulacy Richard 
Garland from ATTACK OF THE CRA6 MONSTERS and T>C UUXW), to Glam 
Langan, the title neMesis of AMAZING COLOSSAL HAN and WAR Of THE 
COLOSSAL BEAST. Other than this, it is notable only for sharing 
the bill with Grimldi and Pierce's THE HLMAN DUPLICATORS. Faint 
praise indeed. 

THE GREEN SLIME was filned for M-G-H as BATTLE BEYOfC THE STARS 
and, cn the surface, would not appear to be the etudio’s moat 
viable laoney-naker. But, in a shrewd merchandising campaign, the 
title was changed, a thaaa song written by Charles Fox ["ia it 
Just something in yeiff head, will you believe it when you're dead? 
...green alinal"], a caspy advertising scheme crested, and miniature 
rubber green slime giveaways msnufectured. The film thereby "slimed" 
on audiences mre than a decade before GHOSTBUSTERS. The H-C-H 
art work- giant green creatures standing on a space station, tanta- 
clea wrapped aro<.nd a lady eetronaut in d<in ti^t apace suit 
-reflects a^iat, by accident or dasi^^, is the instant nostalgia 
the film came to reflect. 

Miile THE GREEN SLIME cannot be accused of being a good nvle 
in the traditional sense of acting, tension, and effects) it is 
s cover from a IPSO's or 19S0'a aci-fi magazine cose to life. 
Scenes such as estroneuts floating in apace, circling station 
Ganna III, ahooting at the monsters with ray gune, reeain in the 
menory. THE GREEN SLUC is pulp and/or comic book fiction tranapoeed 
(one euepects almost eiAiUmlnally) to the screen. 

The time ia the future. An asteroid la on a collision course 
with Earth. Space hero Robert Horton is sent to take caniw>d 
of the apace station long enough to shuttle to the asteroid and 
detonate it before it can smeeh into our planet. Smell pieces 
of pulsating Jelly ere fou^ on the rock formation, but Horton, 
apparently totally lacking in any scientific imagination, orders 
the sanples be left behind. A fregnent of slime finds its way, 
mdetected, onto one of the astronaut's apace suit. Once on the 
specs station, it foeda off any and all energy sources) it grows 
and autliplies into s dozen or so man-sized cresturee with flvping, 
mostly ineffective, tentaclea. As the fingue of MUTINY IN OUTER 
SPACE is the only non-intelligence on a space station, THE GREEN 
SLIME represents the only non-inlalligence that not only evolves 
into intelligence, but multiplies. They are oxinous creatures- 
in principle if not in appearance. A drop of blood can develop 
into s full grown moneter and will regenerate itself if Injimed. 
For prectlcel purpoeee, they srs indestructible. 

But thou^ the special effects and creatures msy have been 
state of the art, ss far as the Japan Toai Studio staff were con- 
cerned, they leaked rather shoddy, even by pre-2001 standards. 
Virtually none of the models, apace shuttles. Earth cities, or 
Isunching pads were edeguafely realistic. The only ressonable 
creation wes the asteroid itself. 

The monsters ere s croaa between THE CRAWLING EYE and hold-overe 
frciii the 1996 Japanese series of short films about SUPERGIANT, 
which incidantally, were edited together and released to U.S. 
TV (with the hero re-dubbed "Sterman") by THE GREEN SLIME producer, 
Welter Hanley. Despite their uniguenesa, including e huge, red 
Cyclops sye, the creatures are never really all that threetening- 
thou^ e scene in which a door slides open and a victim fells 
out (es we see a horde of monsters in the background) does provide 
one gocxj Jolt. 

THE GREEN SLIHE also fells back on the, by now, not very original 
sib-plots of "who shall conaend" end "is the officer a coward" 
debate, to s love trisngle reminiscent of ITI. Df the principal 
actors, St lesst Richsrd Jaeckel brings energy and intensity to 
the role, while Herton who before (and after) this was remeabered 
only for the WAGON TRAIN TV series, acts dlsintereeted. Both 
ere in lovs with space scientist Lucians Psluzzi, who is terminslly 
mlscsst. Mb. Psluzzi Jilted Horton to become engaged to Jeeckel 
(who has faced cowardice charges before, s contrivance like that 
of DESTINATION INNER SPACE, which will be discussed momentarily) 
snd suddenly Horton is back in her life. Anyone who doesn't know, 
from the first reel, that Jae ck el injst eventually go the self-secri- 
fice route so Horton end Ms. Psluzzi con get back together hoe 
never seen a "B" movie before. 


THE GREEN SLIIC has much going egainet it: |>oor special effects, 
i.niiipreBBive raonetsrs, indlffsrent actors, and plot twists snd 
turns that previda nothing new to the genre. What then does it 
have in its favor? 

Perhaps more than any film discussed (with the possible exception 
of ITI), THE GREEN SLIME is whet low-brow outer space pulp adventure 
is all about; thou^ it is likely the M-C-H merketing department, 
not the filimakers, were the first to fully appreciate this. 
It pleya like an old-time serial somehow edited end projected 
30 years into the future. At the same time, it muat be stressed 
that THE GREEN SLIME can be appreciated on this level only end 
those who take their acience fiction seriouely or literally had 
better keep their distance. for the rest of us, THE GREEN SLIME 
is in a word, fun I 

THE GREEN SLIME is also interesting because it enbraces two 
eras of acl-fl film. It is a cinematic irony that H-G-H would 
release 2X11: A SPACE ODYSSEY during the sane year. Hailey's 
film, besides having its phllosophicsl roots in the pulp era, 
is steeped in the "6" films of the '90s, when audiences still 
di^'t mind if the hardwsre was less than convincing. 2001, for 
all ite pretentiousness, would forever change ell that. Yet, 
THE GREEN SLIME is forward locking too. It ia obvious the producers 
were trying to make the special effects as suthenic snd impressive 
es possible. It is Just that the goals the Toei techniciwis sat 
for themselves were beyond their creative reach. But, if THE 
GREEN SLIME were e better film, it woulcM't be ss charming. 

Not all alien encoisiters have been in space. A submarine is 
also a *ip in a hostile environment, and with this in mind we 
include ATOMIC SUBMARINE (1960) and DESTINATION INNER SPACE (1966). 
ATCMIC SUBMARINE differs, in other waya, fron the files we've 

been diacussing. For most of the movie's length the alien is 
not actively pursuing Che sub crew, wd there is never ttiy "holds 
on" contact. At ite best, ATOMIC SLSMARINE plays like one of 
the better episodes of TtC OUTER LIMITS. At its worse, the low-bud- 
get seeps inside ATOMIC SUBMARINE and threatens it. 

The setting is the near future. The siirniarina Tiger Shark 

has been sent on a mieslon to discover why ainilar craft have 
The star of OUEEM OF (LOOD is truly Flcroice Marly, who niles 
nit at o^lorsrs thm^i tense, giening lips; eyes ths as food 



been di e epp e ering under tbe Arctic ice cepe. Joining ekipper 
Dick reran is genre veteran Arthur Franz, and the on-board tension 
is provided by Frviz wid grett Halsey, as the ■’peacenik'' eon of 
the inventor xhoee underwater sphere is to be used during the 
assiTinent . But writer Orville H. Nanpton doesn't execute this 
conflict in a traditional way. If for no other reason, ATOMIC 
SUGMARINC is notable for the intelligence with which the sub-plot 
is carried out. In the vast majority of films in which the nilitery 
versus scientist (or intellectual) conflict is explored, filnuakere 
have come down firmly on one aide or the other, with the favored 
Bide often depending on the public taood. Cold war films (such 
ee THE THING, though a notable exception ie DAY THE EARTH STOOD 
STIU.) generally had s hawkish point of view. This reversed during 
and following the Vietnam ere, but the rise of Donald Reagan and 
Sylvester Stallone has resulted in more militant films, though 
the sci-fi genre haa, generally, tended to remain more hunenistic. 

Hanpten elevetea vhiat is otherwise a typical "8" movie by arguing 
Buccessfully for phi loaophical co-existence, this at a tine when 
other writers were clearly taking sides then settling the argunent 
by killing off whomever we ere a epp oao d to be inaynpathetic toward. 
Here, Franz eventually sasmes a leas militant stance by concluding 
that we should be spending more time solving our society's ills 
than fighting invaders, and Helsey counters that if an invasion 
(either from across space or from across an ocean) should come, 
we have men like Franz to deal with it. 8ut while the two men 
are waging thair verbal eparring matches, Haiiptan doss provide 
one great line, with Franz suggesting to Halsey that he keep out 
of the way and make a speech about banning flying aaucers. 

The seucer in this csee has, in good sci-fi tradition, been 
sent to Earth to prepare the wey for a full-scale invasion. The 
siCi crew purauBS it arouxi the pole before raiening it, in a last 
ditch suicide effort. But (som e what inbelievebly ) the seucer 
is a living organism that grows new skin and heals itself, locking 
the sub in a death grip in the process. Franz and conpany must 
board the craft and cut the eii) free. 

It la here that they spnntar the mcnater, but because it 
does not stalk the crewm en , ATOMIC SUBMARINE lacks the energy 
of some other films in this sub-genre. Yet, the manner in which 
the alien does overcome its victima, by incinerating them with 
intense li^t and so^zwl, ie harrowing. And the film's set designers 
defeat the low budget by giving the vary sparse sets an slmost 
surreal lock. The ahead-or-lts-time alectronic nuaic score by 
Alexander Laszlo is alao a decided plus during these scenes. 
At its best (and the scenes on board the alien ship are superior), 
ATOMIC SUEMARINE is s fascinating film to look at wid listav to. 

Actually, initial plans did not call for the moneter to be 
shown at all, but effacts sepervisor Jack Rabin (working in associa- 
tion with Irving Block and Louis Dewitt) told prodicer Alex Gordon 
that they could deliver e moneter without impacting the film's 
budget. Gordon recalls that Rabin told him that he had worked 
on THE BEAST FROM 20,OGO FATHOMS but perhaps did not say that 
the creature itself was desiTied and animated by Ray Harryhsuaen. 
In any event, Gordon gave him the green ll^t. 

Gordon haa never been entirely pleased with what the affects 
crew delivered (the special effects cost totaled $23,000, and 
the entire film, shot in six days, cost $133,000), yet this alien 
has since become one of fandom's favorites: an octopus-llke being 
with e Cyclops eye that speaks (vis brainwaves) in cultured English 
and can iiwiiedietely regenerate a new eye when Franz shoots the 
orb out. It may not be what the producer had in mind, but it 
is classic pulp aci-fi, ri^tfully deserving of a place of honor 
among other Gordon feature creatures including the title monsters 
of VOOCOO HOMAN, SHE CREATURE, and the mutant of DAY THE WORLD 
E«ED. 

Unfortunately, the miniature seta and subs suffer from budget 
limitations, mx) ATOMIC SUGMARINC plays best on TV rather thvi 
a movie screen, beceuse the Inerfectiveness does not loom as large. 
Scen es in which a model si^marine breaks throu^ polar ice caps 
are mediocre et best, and Hanpton doesn't help much by failing 
to explain why the saucer would emit a Jelly-like silmtance to 
shield it from torpedoe mder the water but not from ballistic 
missiles which zero in on it ae it la escaping ttre Earth's gravita- 
tional pull. 


But at least Cordon (hare making his first film after leaving 
taerican-lntematlanal, whore he wee a prolific charter producer) 
got to work once again with screen vetarane whom he hired out 
of respect rather then Juat «igllng for racOT^izabls names at 
low cost, as other producers did. Here, he talked Tom Oonwey 
out of an amounead retirement and signed former western heroes, 
including former singing cowboy Foran and Gob Staale. Gordon 
alMye felt most comfortable working within the western genre 
both ae film producer and historian, and he is now a bualneee 
a ssoc iate oF Gene Autry. His lest two fllne as producer, GOUNTY 
KILLER and REQUIEM FOR A GUNFIGHTER (1963), were tributes to the 
”S" >«atem and were filled with its former stare. 

ATOMIC SUBtARINE ia alao distinctive in its casting in that 
it is the only film under diacuesion without a romantic triangle 
or interest. There ia no lady acisntiet on board the Tiger Shark, 
and only a tekan appearance by Joi Laneing (paid $230 for one 
day's Mirk] who partakes in a brief, Internpted rendezvous with 
Fr«u, strictly for marquee value. 

It ie difficult to decide if DESTINATION INNER SPACE ie e reitf<e 
of ITI THE TERROR FROM BEYOU) SPACE or ATOMIC SUMARIW, aince 
it borrows from both. The concept of friction over ■> earlier 
criminal or ctmardly act la from ITI, the i^xtorweter Batting ie 
from ATOMIC SUBMARINE, mid the aliwi mwiace ia from both. 

Bjt the creature, purely aaphibitn, ie less effective than 
ITI and is more apt to produce giggles then geaps. Apparently 
director Lyon, like Cabn, reslized he had to Jolt his audience 
to minimize the flaws in the monater's conatruction (played by 
T< 9 i A huaan being b neew e e the victim of vi nmi naiiariluj fia^um 
discovered <n the moon ftem MITINV IN OUTER S>ACE» tottw The 
slioi attack of the little ^mi vmgeUde am of THE GREEN SLK 
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1«D (tataa of tta riylfq ouv, fra ATWIC SimWIfC. 
han bem rat to Earth to f a**" the «ey foe a ftiU-aale invniai. 
Ihe aub le • Uviog orgeiln that 9 nae new ricin aral heals itaelfl 
Ron &irke). this results in several good aonentsi the appearsnce 
of the creature at a portholet its Juaplng throu^ an underwater 
hatch or li^iging at cheractera free Just beyond the caeera'a range. 
Thou^ "the thing" is not eonvincing, the sore we see of it (*id 
■a see it plenty), the more we consign ourselves, sit beck, and 
accept it on its own tarse. 

Screenwriter Pierce expands ArOHIC SUBIARItE's philcaophical 
argurata between the heroes into a direct confrontation. The 
tension between Seott Orady and Hike Road is because Road will 
not adait his raapcnaibllity in the dsath of a foraer crew. His 
eventual confeaaion sata off the fila's noet inra passage, emoted 
by starlet Mende MB^ar, t4o declares, "Ihtil a adnute ago, 1 
oouldi't find much in you I really liked, and now I thirSt I could 
fall in love with you." Me are left to wonder if she iiaeediately 
would have gone into orgssai if this adaission had involved the 
slau^ter of thousands. 

DCSTIHATION INtCR SPACE doeen't coae near recapturing the tension 
of ITI, aonewhat because the actors are not as cenfined, but primari- 
ly heneme thera is no real euepsnse. This despite other sinilari- 
ties to ITI, notably the manner in which attempts ere mede to 
destroy the cresture. Mhile Bixby used hand grenadaa. Pierce envis- 
iene rigging epeers to eigiloda into the creeture when the wiring 
is tripped. The pieys in both films felled. The saucer and monster 
ere finally destroyed by dynaadte, along with Road who, in the 
tradition of "B" aevie cowards, nut redaem hlnealf by sacrifice. 
This recalls the nlsailee fired onto the escaping alien creft 
from ATDHIC SUBMARINE. 



VMetw Mle stars. Soott Brady (left) and Gary »tarrill (ri^), 
try to save hapaaiity fras the tarroe of DESTINATION IMCR SPAS 

Sjt DESTINATION INNER SPACE also has some gaping holes in logic, 
which, along with the cmetruction of the monster . do nore than 
their aharo of dawege. Mb are expected to believe that a ceramic 
egg, broo^t into a laboratory, could produce a full groim- and 
then sow* -monster when left alone for less than a minute. Even 
the growth in ALIEN, following the famous stomach bursting acene, 
took sane time. Yet, debits the flaws, DESTINATION INNER SPACE 
does have energy if not style, and the intellectualizetions over 
whether to preserve or destroy the creeture and varioue romantic 
probabilities don't get in the way. 

Finally, like ATOMIC SUBKARINE, DESTINATION INfCR SPACE is 
interesting for its caeting of veteran performers, from fcady 
arel Gary Merrill to 9>eree North a<d Ocbn (T>C UtOYING MONSTER) 
Howard. 

In PLANET Of THE VAMPIRES, the final film under discussion, 
the alien presence is disembodied spirit rather then matter. 
The film is sleo the most ruthless of those under discussion since 
the force overcomes our astronaut heroesi thereby recalling the 
post-ALlEN, HORROR PLANET. 

PLANET OF THE VAMPIRES was directed by Mario Bava, known for 
fllae in which an exotic visual style usually overcomes a leek 
of narrative clarity. As BLACK SUWMY was Bava's flagship horror 
film. PLANET is both his beat aci-fi film and a si 4 >erior example 
of European pulp cinema. 

The sci-fi world of Bevs is little different from that of hie 
horror filme. The PLANET theme also mirrors the supecnoturel 
genre, in this case demonic possession and the uxJeed. Scenes 
in which "dead” aetroneuts return to life to stalk their former 
caapaniona are really BLACK SUNDAY all over again with the planet 
Aura eibatituting for a remote castle where femily turns agsinst 
family, once they are among the undead. 

The worlds anvisicnad by Bava are among the bleakest in sci-fi 
filme. Our first view of space from the starship Argus is one 
of intense desolation and fleshing meteors. It is both Lonely 
snd menacing. The planet's surfece is even more striking, with 
its bizarre rock formaticna and thick mist. Tha hatch leading 
to and From tha ship fits right in. It is like nothing NASA would 
have designed, txjt rather reeanblee a giant ear lobe. It ia clear. 
From the start, that we are in the hands of a master cinema stylist 
and the visual treats remain in the memory even if the story and 
cubing is never quite C 4 > to the challenge. 

The opening acenee recall ALIEN. A spaceship (perhaps the 
most eiqwnsive in any of the pra-ALlEN films) is lured to Aura 
by siT^als perceived by mission coamender Barry Sullivan. The 
craft is pulled to the planet by e sudden surge in grsvityi moments 
Istsr the crewmen begin attacking each other. It is clear, in 
retrospect, that the life force infiltrates the wills of the aatro- 
neuts who pass or fail the teat (depending on your point of view). 

(Vice the Argue lands, the aetroneuts find msa ibers of s previous 
eiqMdition dead, by eelf-directed violence. The bixlies are burled 
but we later see the grave slabs pulled aside end the deed men 
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Ihe ear-lcte of Mario Bava'a PLAICT Of TfC V«ff>IR£S 

emerging, atill wrapped in the tranoparent body bags they were 
buried in. This scene is significant, for Save enthusiasts, bacauae 
it is not only e variation on BLACK SUNDAY but for the first time 
eatablitfws that this is a horror film set in space. The barren 
rock formations, and swirling mist is Just an isolated 
graveyard with tontatones from laider which the dead still rise. 
Pne hart**are may be formula sci-fi, but the story is formula horror. 
This is particularly evident when, in a variation on vmpire film, 
the astronauts open a tost) to see if e deceased crewman is still 
inside. One ecene, in which Sullivan pulle away the garments 
of s ■‘revived" astronaut to reveal a rotting corpse benesth mstches 
a cLimstic scene between Barbara Steele and Richardson in 

BLACK SUNDAY. 

there are still standard aci-fi trappings however. The revelation 
that the life forms (seen fleetlngly as glowing fast moving iights) 
are pure energy that must inh^it the dead- or living -bodies 
of astrcnsuts because Uieir world is dying is typical of the genre. 
The forces cannot build a spaceship, however, because they leek 
solid form. So they lured the Argus with transmitted energy, in 
the form of ei^nsls. 

Lhfortunately, PLANET Of THE VAMPIRES falis apart badly at 
the finale. The beings can inhabit hunen bodies if the mind allowa 
them in. This is exactly what happens to Sullivan and Norma Bengell, 
but for no diacemible reaaon. The giimiick is arbitrary, makes 
no sense dramaticaily. and obviously had to be menufectured to 
allow the pair to descend on- what grainy black and white stock 
footage indicates -is mid-20th-century Earth. 

Ms have been watching an adventure in the proverbial galaxy 
far, far away, but ths "and then they came to Earth" surprise 
is really a cop-out for not being able to do anyting more imagina- 
tive. Bjt it could have been first-rate, if Beva had them colonize 
prehistoric Earth, becoming the first Adam and Eve. But even 
with the let-down of the final reel, PLANET ie among the beat 
aci-fi prograimers of the 1960s. 

The origins Of this film present a curious puzzle. European 
source-books credit the scr een play to a host of writers including 
Beva, Calllato Coaulichi, Antonio Roman, Alberto Bavilacgua, and 
Raphael J. Salvia. The "Americanized" version gives full script 
credit to Ib Helchoir (who authored many Americen-Intarnational 
sci-fi progranmers ) and Louis M. Heyward, the head of overseas 
production during the final years of the AlP era. It may be essumed 
(and this is only surmise) that the contribution of ftolchoir and 
Heyward amounted to little more than re-adapting the script for 
an Ibierican lUi, despite the fact that the U.S. credits also go 
to the length of listing the film's source meterial as the short 
story, "One Ni^t of 21 Houta," by Renalto Pestriniero, printed 
in Interolanet Hsoazine 13, probably e European pulp fuegazlne. 

Finally, of the film we have probed. PLANET OF THE VAMPIRES 
has lost the most impact in its journey from theater to television. 
The striking sets and soind effects cannot be fully appreciated 
in a living roam situation. So you may want to ait close to the 
TV and turn Lp the somd. 


[Continued from Page AS} 

The following booke are avsilable directly from 

the publiaher, McFarland end Company, Ino., Box 
611, JeFferaon, NC 28640. Please Include SI. SO 

postage for the first book and include 7Se for each 
additional book ordered. Phonei 919-246-4460. 

KEEP WATCHING THE 9(IESI VOLIME 11 [19S8-1962) by Bill Warren, 

digeet-slza, cloth, 039 pages, $39.95 (or buy Vol. I ^ II together 

for $65.00). 

Containing almost twice as many pages as velum I (for the 
same price), Keep Watching the 3tieat Vol. It ia the abeolute 
"kmt-bi^ this isaua. Continuing ,d«re volune I leaves off, Ull 
Warren does adnlt that the years 1958-1962 amrk the decline of 
the a.f. film genre, and hia appreciation of achlock s.f. cinema 
is thus affected by this pronouncement. However, inbetween exciting 
analyses and in-depth synopses, Warren includes biographies of 
both stars, directors, writers, etc. involved with the genre from 
years 1958 onward. Of course, the expected fileogr^jf^ md defini- 
tive credits section is also Included. Volume II more than continues 
the proaiise mede by volinie I. 

PROOUCERS RELEASING CORPORATION! A COMPREHENSIVE FILHQCRAPHY AfO 
HISTORY by Wieeler Dixon, digest-size, cloth, 166 pagee, $19.95. 

PRC, the studio vAwse initials became known as “Poverty Row,” 
mede more than its fair share of horror schlock during the 1940 b, 
meny starring Bala Lugosi. Lbfortmtely, thia interesting voluie 
only includes a detailed chapter on PRC wasterm . No single genre 
ia hl^li^ted other than weatems) imtead, the history of the 
studio is documented- including a description of the economic 
and political factors that created the need for the "B" picture. 
Resldea featuring a coiiplete filmography, biographies of key PRC 
peraonrwli etc., this bock includes a worxlerful Interview with 
director Edgar Ulmer. Off-beat as well as being informtive, 
ProAjcera Releeeinq Corporation reminda many of us what has been 
long forgotten. 

TRICK CINEMATOGRAPHY! THE OSCAR SPECIAL-EFFECTS MOVIES by R.M. 
Hayes, digest-size, cloth, 370 pages, $25.95. 

Strictly For collectors of complete cast and credit lists only. 
Trick Clnemetooraohv ie the reference book this issue. Included 
are coaplete procKction and cast credits to ell Academy /Wrd-nonine- 
tod apeciel-effects movies from 1929 through 1984. Occasimally, 
Hayes will include interesting rwtes documenting sli the various 
versions- Including stereo, mono, SSnm, TOmt, Scope/Flat -which 
were releesed for a specific movie throucpi the years (including 
CONE WITH THE WIMD, aoSE ENCOUNTERS, stc.). An exhaustive reference 
work that must be approached for being merely that. 

MOVIE COMEDIANS! THE COMPLETE GUIK by James S. Neibaur, digeat- 
slze, cloth, 247 pages, $25.95. 

THE COLUMBIA COMEDY SWffiTS by Ted Okuda and Edward Watz, digest-size, 
cloth, 262 pages, $29.95. 

TONY, GRAWY, &MY, COUNTRY! A BROADWAY, TELEVISION, Aft) RECOffllS 
AWARDS REFERENCE compiled by Don Franks, digest-size, cloth, 202 
pagee, $25.95. 


WRITE FOR HID MARI Please send us any written article For considera- 
tion no later than htarch 1, 1967. We welcome all contributlonsl 
Artists - send ue your sanples by early 1967! Write the Editor! 
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FORGOTTEN 
FACES OF 
FANTASTIC FILMS 


by Jim Coughlin 


£. E. CLIVE (1879-1940) 

Althou^ there ere genre purists feel that hmor hsa no 

piece in the horror film, a wall written and acted bit of levity 
often lento a nice balance to the proceedings. Dailies Whale, of 
course, loved to inject offbeat tunor into his filinB by relying 
on veterans- itoually fritish performers like Ernest Thesiger, 
One O'Connor, end C.E> Clive -to bring his eccentric idees to 
life. E.E. Clive was e particularly accoapliahed actor, in addition 
to being a theatrical producer and director of note, whose dour 
appearance and droll delivery could evoke Isu^ter in the most 
serious of situations. His character in film usually possessed 
a misguided sense of self iaportance, "hernaiphing" his way throu^ 
social situations. Clive was equally adept playing pcepous noblamen, 
efficient butlers, and minsi^tful policaeien. He mainly is remem- 
bered in the realm of fantasy for his ekillful portrayals in James 
ttoale classicB, THE INVISIBLE MAN and BftlCC Of FRAWCENSTCIN. 

Edward E. Clive wee bom in Blaennavon, MamDuthshire, Vlales 
in 1879, the son of a Melsh clergymen. It was said that he ysamed 
for a life on the stage after viewing "The Liars" at Town Hall 
at the age of 12. Clive nonetheless embarked on e career in medicine 
, graduating from the Ltoiversity of Males and then spending four 
yeare at St, Bar tholoi we n ’s ttoapital, London. Amidst his medical 
studies he began to frequent the London theaters, mtil he finally 
worked ip the courage to convince the rasnagement of the Orury 
Lane Theatre that he was an experienced actor. He made his debut 
there at the age of 22 in a featured role in "The tfiite Heather." 

for the better part of the ensuing 10 yeare (1901-1911) Clive 
toured the Britiah Isles in stock, appearing esrly on in an old 
Engli^ tradition called "the Penny Gaff." This was s type of 
portAle theatre wherein the company would travel around the courtry 
in flat wagons, carrying actors, props, scenery, and even benches 
for epectstors. They would present 36 different plays over a 
six-week period before returning to London. While on the set 
of THE EARL OT OllCACO (1940). Clive was quoted as saying, "No 
Penny Gaff player ever cane away from those tours ladclng experience. 
Because of then, 1 can say today that I'va b ee n in a total of 
1,139 plays." 

Clive epent his lest three years in England ttoder the msnagement 
of Diaries Froh ma n in such plays ss "Are You s htoson?" He cane 
to the Uiited States in 1912, making early appearances in New 
York in "The Smhlne Girl," "The Greet Adventure," and as Harley's 
Ghost in "A Oiristmes Carol." Clive then toured Americe with 
his own vaudeville sketch, "Die Good Turn Deserves Another," before 
settling in Boston where he would make a significant Inpect on 
the American theater over the next 14 years. Clive initially 
appeared with tha Jewett Players before becoming the manager, 
director, and actor of his own company, the Copley Players. Among 
the popular plays by "Clivie" (ss he wss known to Boston cronies) 
at the Copley were "Ghost Train," which ran for 23 weeks, and 
"The Creaking Diair." B roadway producers often ventured to opening 
ni^ts at the Copley Theatre, with the result that many of Cllve'e 
productions, including SiDiey Howard's "They Knew Miat They Wanted," 
were brou^t to New York where they enjoyed successful rtns. 
Many noted perfonnere spent their development years st the Copley 
under Clive's tutelege including Leslie ttiward, Hsrgaret Sullivan, 
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Rosalind Russell, and Alan Howbray. Clive considered his years 
in Boston ss the hepplest time of his career, having particularly 
fond memories of putting on free performances for inmates st Massa- 
chueetta State Prison. He continued to receive apprecistlve letters 
from prisoners for many years after. 

Mien the Copley folded due to financial pressure, Clive Journeyed 
to Loe Angeles where he prodjced "As Mjsbande Go" in 1931. In 
New York he produced "The Whispering Gallery” end "Shanghai Mar- 
riage,'' before returning to the Wbst Oust to stay. There he 
formed the Hollywood Playhouse, modeled on the concept of the 
Copley Plsyere, end helped launch the careers of Robert Taylor 
told Jon Hall. 

Althou^ he had yet to make e film, Clive was well known in 
the Hollywood community for his acting as well as his producing 
of plays. As mentioned, even in dramatic parts Clive had the 
knack of evoking waves of Isu^ter with his timing, diction, and 
nunances in particular characterizations. Clive leter remerked, 
"The first tine 1 ever attempted the kind of comedy I have since 
becane identified with was ss a broken-down aristocrat, who was 
an old fossil living in an abandoned railway carriage, in a play 
called 'What Might Happen. ' My friends advised me to stick to 
this type, but I never took their suggestions seriously until 
I repeated it in the filae THE POOR RI01, PICCWILLY JIM, and 
LIBELED LADY. Hell, I have be en doing them ever since and am 
quite contented as long ss they want me." 

James Misle sensed that Clive could add the touch he required 
in the character of P.C. Jeffers In THE INVISIBLE MAN (1933). 
Jeffers is called to the Lion's Head Im where a mysterious strenger 
is causing a disturbance. Mrs. Hall (Una O'Connor) sends the police- 
man i4>etairs to confront the 'omicidal visitor. Jeffers haughtily 
disregards the threats of Griffin (Clsude Rains), instructing 
The burgneaBter (E.E. aive) ^giews itoliviaus to the insults 
of Himie (Die O'Qmx-). the servant, fra BRUC OT FTWNCENSTE IN 
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him to cone along or he'll heve to be handcufred. Crifrin responds 
by tnraveling hia bandageat pronpting Jlaffers to raapond, "LookI 
'e'a all eaten sHeyl" He nns dOMrsteirs to collect his wits, 
concluding, "'e'a invisible- that's >4iat'a the matter with 'la. 
If he gets the rest of them clothae off we'll never cat^ him 
in a thousand yeare." Jeffers leada some men back to Griffin's 
room to find just a shirt in mid-air. They chase Griffin anxnd 
the room, with Jeffers muttering, "How can 1 handcuff a bloomin' 
shirt?" Ab Jaffers attenvta to bar his ssit, Griffin b eco mee grandi- 
ose then agltsted, almost strangling the poor Jeffers. Later, 
when Jaffers calls the incident in to hie superior, he is predictably 
accused of drinking on the Job. The special effects of John P. 
fulton and the acting of Claude Rains helped shspe THE INVISIBLE 
KAN into the fantasy classic that H.G. Mella intended, but the 
deft touch of E.E. Clive clearly marks the handiwork of James 
Whale. 

Clive, like Cwlght Frye, ITw O'Connor, Edward Van Sloan, and 
others, becsffe a part of James Whale's "stock company," being 
featured in seven of the director's films, including THE INVISIBLE 
MAN and BRICE OF FRANKENSTEIN. Clive wee seen as Chayne, the 
sneaky private detective, in ONE MORE RIVER (193A), the [twtographer 
in REMEMBER LAST NIGHT (1935), the Cngliafmen in EHMBOAT (1936), 
a general in THE ROAD BACK (1937), wid a vendor in THE GREAT GARRICK 
(1937). 

Within a short time E.E. Clive fomd that there was great demand 
for his services as a chsractsr player in films. On the set of 
LONG LOST FATHER (1934) Uive elicited the praise of atar John 
Barrymore, whose alcohol problem often contributed to multiple 
retakea, for his Aility to capture a scene perfectly in one atteapt. 
Also for RKO, Clive wss the chief customs inspector in THE GAY 
DIVORCEE (1934), starring Fred tetaire. He played CBtective Sergeant 
Thacker of Scotland Yard in CHARLIE CHAN IN LONDON (1934), with 
Warner Oland as Chan. In 1935. Clive was seen as the court dark 
in CAPTAIN BLOOD, Thomas Sepsea in THE MYSTERY OF EDWIN DROOO, 
and the Judge in Old Bailey in A TALE Cf TWO CITIES (which Clive 
conaidersd his most effective role). The same year he turned 
in a significant performance In the horror genre in BRIDE Of FRANKEN- 
STEIN (1935). 

As the aelf-loportant, officioue burgomaster, Clive appears 
early on in BRIDE Of FRANKENSTEIN as the windnill bume, suppoaedly 
destroying the monster (Boris Karloff). Couiterpointed by the 
cackling of Minnie (lAia O'Connor), the burgomester encourages 
the townspeaple to go home and return to their beds. The monster, 
he assures them, is dead, followed by his catchline, "Moneter 
indeedi” Continuing, "You may thank your lucky stars they sent 
for me to safeguard life and property-" This proipts a barrage 
of insults from Minnie whicii the burgoaisster is too self-preocct^iled 
to coaprehend. The burgomaster dispatches s rider to Csstle Franken- 
stein to inform the Baron of Henry's (Colin Cliva) misfortune. 
Later, the villagers alert the burgomaster that the monster is 
cn the loose. He replies, "Get out the bloodhounds, raise all 
E.E. Clive in profile qipoaite the "T&eat Profile" himself, John 
tarryBre, ftom LOTC LOST FATHER (IKD Ftadio - 1934) 
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the men you can, lock the women indoora, and wmit for mel" TTiey 
do ind ee d trv the monater In a forset. TY« burgomsstar Inetiucts 
thm to bind the monster 'a feet and tie him to a pels. After 
the annster la brou^t to the dmgsoi wid chained to a chair, 
the burgoaiestar talnlaiizes the whole Incident. "He can't tAa 
all day over thlal" Clive is in the procaea of dispatching the 
villagers to their homes once again ss the eoneter aocapea and 
rme oiuk. A scene wherein Clive is pulled out of his chair 
throu^ a window and beaten in the street by the monster wee part 
of a lengthy sequence cut from the final print. E.E. Clive's 

characterization of the burgomsater in BRIDE OF FRAMTENSTCIN wss 
quite vivid- annoying, yet hunroua, but ployed coapletely atrai^t. 

Other performencea by E.E. Clive in the fantasy/myatery vain 
included! Sgt. Wllkea in DRACULA'S IMJCHTER (1936), King in TROUBLE 
FOR TWO (1936), Msstere in TARZAN ESCAPES (1936), nl Thomas Ezekiel 
Bilge in MAID OF SALEM (1937) who indicates to onlotkers the spot 
where the body had been "recovered." 

Clive also wes regularly seen in various detective series, 

particularly "Bulldog Oruwnond." Originally he had a fimy bit 
as an Engliah "bobby" in BULLCOG DRLPtCND STRIKES BACK (1934), 

starring Ronald Colman. In BULLCOG DRUMVC ESCAPES (1937), Clive 
wes Dobbs, valet to star Ray Hllland. The character wea renamed 
Tenny when Join Howard tack over ss CMeicnd, but Clive remained 
to play the valet five more times In BULLDOG DRimMI'S REVENGE 
(1937), BULLDOG ORIMCM) CE»CS BACK (1937), BULLDOG DRIMOND IN 
AFRICA (1936), BULLDOG ORltMVC'S PERIL (1936), and BULLDOG DRUA- 
HONO'S SECRET POLICE {1939}. Clive appeared in the fine fox openers 
to the Rathbone "Sherlock Holmes" series, ss the cabby in THE 

HOIK) or THE BASKERVILLES (1939) vxl Inapector Bristol In THE 

ADVENTURES OF SHERLOCK HOMES (1939). He played mi English crook 
nho ia a confederate of star Melvyn Oouglsa in ARSENC LUPIN RETURNS 
(1938). Clive served ss the comandant opposite Peter Lorre in 
MR. KOTO'S LAST WARNING (1939). 

Clive appeared in many major productions in roles of varying 
sizes, but he usueily left aomething for the audience to reiaenber, 
Oiatever the length of his scenes. He was Sir Hjiphrey Itarcourt 
in THE CHARGE Of THE LIGHT BRICACt (1936), the magistrate In LLOYDS 
OF LOMXIN (1936), St. Cadsau In CAMILLE (1936), Barouche CWlve 
in ROSE OF WASHINGTON SQUARE (1939), mid Mr. Meiamith in FOttIGN 
CORRESPONDENT (1940). Among Clive's last flliM were THE LITTLE 
PRINCESS (1939), RAFFLES (1940), and PRIDE AM) PREJUDICE (1940). 

On CkJie 6, 1940, E.E. Clive suffered a heart attack and died 
»hlle sitting with a ci® of tea in his hand. He had been ill 
for some weeks with influenze. He was survived by his wife of 
25 years, Engliah actress Eleanor Eilie, and his eon, David John 
Clive. 

Vhan discussing fantasy films, the name "Clive" usually evokes 
"Colin." But the less flamboyant, irirelsted Clivs who went by 
ths initials "E.E." made his own mark in claaslca like THE INVISIBLE 
MAN, BRIDE Of FRANKENSTEIN, and DRACULA'S DAUGHTER with colorful 
st®porting characterlzatians. There have been many pompous, skepti- 
cal figures in horror films over the years, but few could convey 
es much throu^ eihtle expression and dry delivery as E.E. Clive. 
"Monster indeedi" 

ARTHUR EDMUM) CARCWE (1894-1937) 

Many oF the character actors associated with fantasy films 
have left s long legacy of portrayals for audiences to savor for 
years to come. But timre also have been those who have whetted 
our eppetite for what micht )nave been, having made a solid contribu- 
tion to one or nre horror films, only to )ieve their careers take 
another direction or end with an i.ntimely death. Arthur Eduid 
CarsM was one such actor. A suave villain in the silent era, 
occssionaiiy dabbling in fantasy as in TRllBV whai he wss the 
third screen Svengali, Carewe appeared on hie way to a noteworthy 
second career in talkies as a si^iporting player. Strong performances 
in Hamers' DOCTOR X and THE MYSTERY OF THE WAX MUSELM revealed 
meaty potential for macabre parts, only to be cut short by personal 
problsne, illness, and finally suicide. 

Arthur Edmund Carewe (often billed without the "EifeiLnd'' or 
ss "Caraw" nine the "-e") was bom in Trebizond, Armenia in 1894. 
He iimlgrsted to the Uiltad States at an early age and bs c an e 
Involved in theatrics >4tile adjusting to the culture of a new 
land. Carewe made hia silent film debut in 1919 in THE WORLD 
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The Fhentoa .(L<n Omjr &•) hovers eenecingly over Letfcui (ArUu 
Ectand bireiie),taaul (MKBin Kerry), aid Oaletlne (Hery ftillbin) 

AND ITS WHEN aid quickly fell into villainous roles, aeinly ckje 
to his hendsoRB yet dark and brooding feetures. CarsMe was Stinson, 
a crooked cattle buyer, in the Buck Jones western BAR NOTHIN' 
<1921)i Grant Lewis, who slanders model Anita Stewart, in HER 
KAO BARGAIN (1921) | John ft'sinerd, a blackmeller and bigamist, 
in HIS WIFE'S HUSBAND (1922) j tWi” Arnold, who exposes Monte 
Blue's cclninal past, in MY OLD KENTUCKY HOME (1922)i and CQlonel 
Fentress, who abducts e Judge's wife and kills a men on his wedding 
(toy, in THE PRODIGAL JUDGE (1922). 

Carawe w« Olka D'Alva, the leader of the "ghosts," in Paramount's 
THE GHOST BREAKER (1922), starring Mallace Reid. D'Alva actually 
deviees the siAiematural scheme in an attenpt to locate treasure 
in a castle, while winning the hand of heroine Lila Lae. Reid 
exposes the phony plot end thwarts the Dike on both cointa. 

te Svengali in George du Maurier's TRILBY (1923), CsreM drew 
critical raves. Svengali, as in the later John Barrymore version, 
becones enamored of Trilby (Andree Lafayette] and uses hypnosis 
to place her ixider his influence and steal her affections from 

Little Billee (C^rei^ton Hale). A musical genius, Svengali trans- 

fome Trilby into a great concert ainger intil he dies from a 
heart attack during a performance. Trilby Joins him in death 
Just as Billee thinka he haa finally recaptured hie love. 

DADDY (1923), a Jackie Ooogan vehicle, offered Carawe a change 

of pace as Paul Savelli, whose wife takes their son and leaves 

him, wrongly believing him to be mfaithful. Sevelii goes on 
to be c om e a great vloliniet and is reunited with aon Coogan in 
a maudlin finale. Carawe, however, was still mainly cast in evil 
rolaa: Prince Ferdinand, who triaa to destroy evidence of a rl^tful 
ruler and tike over the kingdom, in REFUGE (1923)i Ramiika, an 
evil Arab chief cppoaed by Norma Talmadge, in THE SONG OF LOVE 
(1924) I and Kenneth Bellwood, an unscrupuloua broker who manipulates 
people to suit hie ends, in THE PRICE OF A PARTY (1924). 

In THE PHANTOM OF THE OPERA (1925), Carawe portrayed "the Per- 
sian," the only individual besides the Phantom to know of the 
remains of sedieval d u ngeon s and torture chanters on which the 
Paris (^rs House is built. After the (Ytantom (Lon Owiey, Sr.) 
abducts Oiristlne (Mary Fhilbin) to his lair for a second time, 
her lover, Comte Raoul de Ou^iy (Norman Kerry), seeks the aid 



Arthw EdBjnd Carew's l»t scre en a pp co r a nce as Profeaaor Boaon. 
Tto is seen here at left with Memer Gland (os Chon) aid players, 
fna CHARLIE OMN'S SEOCT (2t)th Caitury-fox - 1937) 
of the Persian. The Persian, who is actually an agent of the 
French police named Ledoux, reveals that the Risntom ia a madmen, 
althou^ a talented mualcian and a master of the black arts, who 
returned to Paris after escaping exile on Devil's Island. Raoul 
and Ledoux pursue Erik and Christine through the catacombs, but 
fall victim to the Phantom's heat trap and are nearly burned alive. 
Erik Intervenea, allming Christine to decide their fete. He'll 
release them if she chooses to merry him- otherwise they'll die 
and explosives will spell destruction for msny. Although Christine 
agrees to marry ths FTiantam, he reneges on his word snd attempts 
to droMi Ledoux and Raoul. After Erik changes heart snd lets 
the men live, he is chased to a watery death by a Parisian mob. 
THE PHANTOM OF THE OPERA is corsidered by some to be Chwiey'a 
greatest role. He totally dominates the screen, but Carewe still 

wsa noticeable. His knowledgable Persian, solicited by the hero 
to appose the monster, predates later horror film chsrecters like 
Professor Van Helsing. 

Ae Maurice Sequineau in VOLCANO (1926), Carewe tries to keep 
brother Ricardo Cortez fron marrying Bebe Daniels, whom he believes 
to be a mulatto. In UNaE TOM'S CABIN (1926), Carewe was afforded 
the synpathetlc role of George Harris, a mulatto slave hioeelf. 
George's plane to merry Eliza are thwarted but he escapes from 
slavery, works as a stoker, and is part of a grand region at 
the conclusion. Carawe played Harry Blythe, one of the conniving, 
money-hungry relatives in Paul Leni's stmoapheric THE CAT AND 
THE CANARY (1927). 

After a haltus from motion pictures, Carewe enjoyed e brief 
stint as a contract player for Warners. He was used to advantage 
as Or. Friedland, who hynotizea amnesia victlm/star Frank Fay 
producing amusing and complicated results. In THE MATRIMONIAL 
BED (1930). Carewe waa a phony Coiht in THE LIFE OF THE PARTY 
(1930), and also was seen in SWEET KITTY BELLAIRS (1930) end CCD'S 
GIFT TO WOMEN (1931). CAPTAIN APPLEJACK (1931) had Carewe on 
hand as part of a gang of crooks who are stymied in their attenpt 
to locate snd steal hidden treasure by timid star John Hallidsy. 

DOCTOR X (1932), filmed in an early Technicolor proce ss , starred 
Lionel Atwlll as Or. Xavier, with Fay Wray cast in her first horror 
role. Sporting a black patch over one eye. Carewe was Dr. Howitz, 
one of a groi^ of acientiata at Xavier's research institute who 
all have bizarre backgronde. When a rash of csmibalistio murders 
appears to inplicste his stsff, Dr. Xsvier hss three scientists, 
including Rowitz, locked to a special apparatus, while a murder 
ie ai^ierijiientally recreated. The li^ts go out and when pow e r 
is restored Rowitz is found dead. Preston Foster is later revealed 
to be the murderer, making use of "synthetic flesh." The New 
York Tiiaes conaented, "Arthur Edmmd Carewe, who years ago gave 
B striking performance as Svengali in a silent film of TRILBY, 
is in his element as one of the scientists." 

THE MYSTERY OF THE WAX MUSEUM (1933), again starring Lionel 
Atwill and Fay Wray, offered Carewe an even better role as Sparrow, 
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A youthful Arttu- Edwd Cum frai VOLCANO (PUMUit • 1926) 

• cocaine fiend. Sparrow ia first seen with a grot^ of laen carrying 
<n oblong box to the residence of North {Edwin Maxwell). Worth 
initially denies Sparrow his drug payoff> threatens hiia for talking 
too nuch, then hlta hin. Noting Sparrow's desperation, Worth 
has an associate fetch a parcel of cocaine, but slaps Sparrow's 
face on departure. Sparrow ia later viewed working for Igor (Atwill) 
■providing figures for Igor's wax nuseun. Igor refers to Sparrow 
as Professor Darcy, noting that, "He has been lay hands for years" 
since the horrible fire rendered Igor's once talented hands useless 
for sculpting. Igor keeps Sparrow supplied with cocaine for various 
services, including the appraisal of the whereabouts of Worth, 
who ia reaponsibla for the fire that destroyed Igor's London wax- 
works. After another confrontation with Worth, Sparrow is apotted 
by the police who have been tipped that he ia involved in the 
recent series of murders. Sparrow is rou^ied ip and brou^t to 
the station vAiere the captain (DeWitt ^minge) claim, "tte's 
a >aV(y. He'll talk in a little while. >jet lock him up." Carewe 
plays the deterioration of Sparrow very well, first denying all 
charges, then weakening, giving some information and begging for 
drugs. The withdrawal is too much for Sparrow and he breaks, 
revealing thet people were murdered becsuee of their resemblsnce 
to hietorical figures. Sparrow telle the police that Judge Rensay, 
aaong other vlctime, cm be fouid In Igor's Wax Museum ewbalraed 
in wax. "He's a statue of Voltaire, with all the other corpaasi 
The thole place is s morgue- do you hesr? A morgue," Sperrow Isu^te 
in a hi^fily agitatsd state. The Hew York Tierne wrote, "Arthur 
Cdnund Carewe, who appears as the Sparrow, Igor's aotisaary, does 
his bit to moke the flesh creep." Carewe really did turn In e 
well-daveloped characterization of Sparrow, o eeming to point the 
way to future fantasy roles, which infortirtately never materialized. 

In fact, Arthur Edtnjnd Carewe would only appear In two more 
filns, including THUtCCR IN THE NIGHT (1935), starring Ednuxl 
Lowe. Carewe's last role waa that of Dr. Bcenen, one of the usual 
bevy of suspects, in CHARLIE DUN'S SECRET (1936), starring Warner 
Olwj. The plot involved the search for a missing heir at the 
Lowell family estate, a murder during a seance, and the familiar 
Omn f omuls. 

Carewe's Ister years had been merked by a series of setbacks, 
both career-wise and in his personal life. The culmination of 
these misfortunes occurred shortly after filming was conpleted 
on 01ARLIE CHAN'S SECRET when Carewe suffered a paralytic stroke. 
Frmtreted by past failures, limited In the present by the effects 
of the stroke, and pesaimistic about the future, Arthur Edmjnd 
Carewe chose to end his life with a aelf-infllcted ginahot wound 
on i^ril 23, 1937. 

far from a famoue actor yet a very capable one, Arthur Ethund 
Carewe mfortisiately only revealed the tip of the iceberg of hla 
potential for fantasy portreyals in TRILBY, THE PHANTOM OF nc 
OPERA, THE CAT AND THE CAMfiV, DOCTOR X, and MYSTERY OF THE WAX 
•tiSElH. 


POLTERGEIST 1I< TW OTHER SIDEt • * 

With the creative perticipetim of ertiat H.R. Cigar and the 
return of the original cast, the viewer eigiected et laest adequate 
follow-^ to Tobe Hooper/Steven ^lelberg's tsiglml chiller. 
But mfortunataly, POLTERGEIST II ev^xnetea and quickly tiona 
^netly pale whan coapared to the eriglrml. 

Giger'e participation appears to have been Federally Ej^reoaed 
llp-eervica, and the viaual loek of tta Film, with Its ethereal 
•arid of chaste and ^xullsa, seema isunapirad. Thou^ (Ugar's 
original ekatchee of the monaters appear to have bear imaginative 
in the beet H.P. Lovecraft tradition, their final realisetlon 
on screen never once creetes the Intwnal eenee of ifrsmi thet 
ie needed to ^111 the blood. Frequently when the vieual efFecte 
are inspired (Craig T. Nelson swallowing the wore in the bottom 
of a bottla of tequila that grows into aonetroue diman u ione after 
being vomited Forth by the ipfortunste ector), whet results is 
the viemr never ceve ace^ta the efFects as beli^ real (instead, 
the vienar is singularly aware he is wattling a marvelaua visual 
affect as vi end in Itself). 

The grand finale, >^reby the entire fsatily ia tranqierted 
to "the other side," aakes the same fatal mistake Spielberg made 
with hla "Special Edition" of CLOSE ENCOUNTERS. Wille our iiwglna- 
tlona can conjure ip enou^ menace to keep ILM busy for dscadea, 
the final sll-too-brlef depiction of the Mostly d im en e ion ends 
the already sputtering eovle on a pathetically aenmic note. 


MAXIMUM OVERDRIVE: • • 

Stephen King ia the first director since Alfred Hitchcock to 
be the focua of his movie posters, with the studio selling his 
name rather than selling the story or the etarring perfomanoee. 
King's directorial debut is respectable, yat HAXIWM OVEJCRIVE 
puts entirely too imjch enphaale on King's creative capacltiea 
as director. DUEL, or even NIGHT OF TIC LIVING DEAD, this is 

not . HAXlHlH OVERDRIVE is mexceptionsl in every facet: writing, 

acting, viaual effects, directing, etc. It ia nothing more than 
a mild, diverting little "B" picture filmed with predictable plot 
twists and charsctarlzations. The story is :ncoaeanly silly, 
and the southern fried stersotypicel hums' aeema forced. Not 
horrible in any apecific departnent, HAXMM OVEFDRIVE, with Its 
atkwardly incorporated heavy-eetal score by AC/DC, perhape tries 
too hard to be acme t hing it's not- earth-movingl With the gore 

toned data, this film could very well rise tp to be another forgotten 

'^ovie-of-the week" on TV- no more, no less. 

THE HITCHER: • • • 

Harking the directorial debut of Robert Harmon, THE HITCHER 
is iiiportw>t for showing us there Harmon started, Tat unlike Stephen 
King's debut, Hannon’s movie creetes a distinct viaual and emetionel 
style that Is Individualiatic, if nothing oore. Robert Harmon 
will BOm dey make better movies, but THE HITCHER ahgwe us the 
enhryonic etegee of hopefully a future master. 

Ihich is an optimietic way of stating the obvious: THE HITCHER, 
ever when coneidering style, is not much. It is too one-dl m en e lonal 
offering a bleak vision of a godless u>iveree inhabited by a ytxng 
innocent :ho is consuned by a aeries of related cruel twieta of 
fate einply because he's in the wrong piece at the wrong time. 
C. Thoems Howell tume in a sensitive performance, but it’s also 
u^involving becsuee the viewer never Ioxiwb enou^ about hie cheracter 
to care about him. For the o me c r eoaons , fiut^r Hauer is <hssssively 
evil ss the title villein, but since the movie offers absolutely 
no nitive for why Hauer does the Insidlom thtnga he does, the 
audience is left with the eepty feeling of »ho cares. Then Hauer 
deteriorates Into s Jason-like Fiend thet refueee to die at the 
end, the movie euccuihs to atmospheric drivel. 

THE HITCHER wpsars almost like it were created by director 
Harmon os a film school aoai j ei u it- meke a mvie shotdng the univer- 
sal conflict of good varue evil enphasize naturalistic exteriors 
which reflect the Intemel conflicts of the charsctera. HarmDn 
created e noble axetcise In filoemking-by-the-dots, but he forgot 
the "aoul" of aovie-aaking, the Internal mchaniam that makes 
an audience care. 
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A pUyec in eiRTH OT A NAIION wj THE SQU/W HAM, Victor /Uonson 
became auteur of silent and early talkie horse opera. Scilled 
Hith the bullnhip, he preferred to be known es Denver Dixon when 
his billing diih't read Art 3aiaes or Art Hix- the latter a brash 
steal from Toei Hix. Vhen Dixon quit acting, he gave the Hix nara 
to eevetal eiEceasora. During childhood, eon A1 Adamson appeared 
In Boee of hia father's westerns, regarded by diecrlainating aege- 
bruah cinamaphiles aa Grade Z. A1 went into etiM work, performing 
one adult role as "Rick Adame" in Dixon's uirsleaeed (or ^releass* 
ble] 1963 eater, HALFVIAY TO HELL. 

A1 assisted Dixon in hia film distribution bueineas, where 
he net San Sherman, a Dixon fan who had written for Famous Monsters 
and created Screen Thriila llluetrated . S herma n loved nostalgia 
and horror while Adamson had more diverse tastes. At Hemisphere 
Pictures, Sierman encouraged the company to abandon its staple 
of niilipplne-made war dranes in favor of horror, architecturing 
the sanguinary slob mentality of its proantion. He felt Uie ease 
recipe for rainch could be dt^licatad in domestic production with 
pinches of nostalgia added. An aspiring director, Adamson went 
along with S h e rman hoping eigiloltation would be the ladder to 
bigger things. Their aleazoid confections molded yesteryear fear 
and new grue in accessible modem settings with trendy bm^ground 
color. Sh er m an called the shots, but Adeneon tock meet of the 
rap einca he usually received producer credit and audlencea react 
to their work as A1 Ademaon movies. 

Ada w en lacked the flnesae to overcome fatal shortcoatings, 
yet hia fllme reveal flickers of a fettered talent striving for 
upward mobility, e^iecielly in hia csring direction of fragile 
intraperaenal relationships. Every roman ce was pol7<ant or pleasant, 
and noraml people talked like inhabitants of the real world. 
Technically, Adamson was hurt by budget, tine, and certain effects 
that overkilled or mlerachisved their intent. Adamson wasn't 
really interested in horror, and 'he tman made certain demands, 
believing that low denaainator schlock wee what audiences wanted. 
A da n mo n prdilafaly thou^t likewise, looking for places where he 
could squeeze in a little quality. The beet action and mood a eane a 


*mre often where he gave fullest leeway to the ingenuity of quiiAie- 
hardened maverick cinematographers Cary Graver, Vilmoa Bzignond, 
and Laazolo Kovacs. Trusting In thsir ability was Adamson's pictorial 
asset, while hia CMn involvement favored guidance of the actore. 

9<erfflen was partial to veteran stars like Scott Brady, Kent 
Taylor, and Oohn Carrsdinep while Adamson manifested cestlng of 
younger faces such ss Robert Dix (eon of the late Richard Dlx), 
Ooan Baez clone Vicki Volanta, Richard Snedley (a former husband 
of Lana tkxxJ), actor-technician Cary Kent, and the fabulous Regina 
Carroll- Hrs. A1 Adamson. A dancer in Presley musicals, she was 
a ni^tclLb performer in Las Vagsa, where she hosted s TV interview 
shew and wrote a local entertaiment coium. Included in the 
Ademaon acting dsn were two future directorsi John "Bjd" Cerdos 
(KINCCtM OF Ttc SPIDERS, THE DARK, NIGHT SH/OOWS) and Creydon 
Clark (SATAN'S CMEERLEADERS, WITHOUT HARNItC). Like kimiBon, 
CardOB had once been a S.A.C. moppet and a fell Guy while stage- 
trained Clark has cast hia spouse, Dacqulln Cole, in several of 
his productions. 

Hany Adamson films are ctfvonologically uneven, often etarting 
with an idea that was either expanded or modified with inserts 
to tap new areas of marketability. When the end (7) result was 
sold to TV, scans cutting and new titles compounded the conFusicn. 
Adamson-Sharman pictures copied the lock of Hemiaphere by recruiting 
Bob La Bar to animate their lurid, rough-hewn title sequences, 
and moat had the sams infantlla fixation on the world 't>lood." 
The TV names were not Only more tasteful, but more greamaticslly 
coherent. The mangled syntaxes of old labale Ilka BRAIN OF BLOOD 
and BLOOD OF GHASTLY HORROR hardly constitute good English (let 
alone good taste). 

BLOOD OF GHASTLY HORROR ... that was one of Adamson's last horror 
films, wasn't it? Hsll, yea and no. His career, so to speak, 
'tegan" with it. In 1963, he made PSYCHO A 'GO-GO, atarring Roy 
Horton ss 3oe Corey, the sadistic strong-arm men for a jewel theft 
ring. Following a violent heist, some stolen gems wind iv in 
the back of an Innocent man's truck, and later, a little girl's 
doll. At first, Doe was sidetracked in hia search for them when 
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rock nueic drove hun mad and he felt coapelled to noleat and murder 
go-go dancara. While chasing the child and her mother through 
snowy terrain. 3oe ia killed by the police. When Hemiaphere bou^t 
PSYCHO in 1966, Adanaon shot new scenes for Mhat bacaee FIDO 
WITH THE ELECTFDhlC BRAIN. In its TEWINAL HAN-Iike premiae, Ooe 
ie an early Vietnan casualty given e defective brain inplsnt by 
Or. Howard Vanard (Oohn Carradine). Blaming Vanerd for hia behavior, 
Joe electrocutes him with his special apparatus, the head-piece 
actually being an old-style heittwt. Yet another story, BLOOD 
or GHASTLY HORROR- the culmination of a movie that dliki't know 
when to quit -cssie six years later. 

Produced in 1967 by Adamson and Rex Carlton, BLOOD OF DRACULA'S 
CASTLE, the first Adamson- 9-iarmen Blood opus, poked its fingers 
into almost every conceivable variant of how to and how not to 
tell a vampire story. The bottom layer was vanpiric visitation 
of Americs by a forei^^ strain required to socially "conform." 
By including other monstera, it was also a Horror Hou oe hold picture. 
Thou^ actually undesd, the vaapires relitfwd their identities 
narcisistically like gay pretenders. They enjoyed longetivity 
but lacked the force of being self-sufficient. 

Rex Carlton had written a vehicle for Jayne Mansfield called 
FEAST or 6LOGO. Sam Shernan rewrote the script, stuffing it with 
perverted traditions and a few new ideas. The one palpable conala- 
tency was satire. Alias Townsend, Co>^t Diaries and Cointess 
Elizabeth Dracula inhabited Falcanroc...Bn mdead Felcon Greet 
for the allusion of blood to wine. Its location, the Southwest, 
was apt because so many inorthodax vaapiree favor that territory. 
Dracule had been there before in BILLY THE KID VS. DRACULA, the 
nearest film cociparable to BLOOD Of DRACULA'S CASTLE because both 
starred John Carradine and were tchgue-in-cheek. The Draculae 
ruled the rooet, but their lackeys connitted the major mayhem. 
Two- a creepy butler and a huichbeck -were standard types. The 
third was sn nPlguous quantity. Like the creature boarders of 
the HOUSE OF FRAMCENSTEIN and the HOUSE OF DRACULA, they leFt 
a trail of crimes to the doorstep of their ebode, those crlmee 
Bcmehow relevant to the doings of their mestera. 

The Oraculas and the butler, George, worshipped "the Great 
God Llps." Ecstetically devout, George was the priest oF their 
exclusive lodge. In THE VMTPIRE'S GHOST, ffloonli^t revived Mebb 
Fallon after he was struck down by a silver-tipped spear. J i e rman'a 
scenario enlarged liner health benefits by granting the moon the 
power to affect immortality in conjunction with the drinking of 
hunen blood. The original blood sipplier was Johmy Oenemore, 
a full moon-etlc who prided himaelf on p oe aa sa lng controlled Inpulses 
Otherwise. His "aelf-control” did not excliiie reasoned violence. 
the hmc^Pack, Mango, was a beefier, Anglicized couein of KoLfcol, 
the one in THE FEARLESS vmPIRE KILLERS. 

The noon figures in the lyrics of a car radio tune sing by 
Gil Bernal, the vocalist for two of the best films of '67, IN 
THE HEAT Of THE NIGHT and IN COLO BLOOD. The driver. Am (Vicki 
Volante), nns out of gas. Hooked to the music, she trslpees 
off in a silly eiphoria, fainting at the sight of Mango (Ray Yoing). 
At the California Marinelsnd. coneBrical photographer Glen Camon 
(Gene O'Shsne) is ahootlng a fashion layout modeled by hia fiancee, 
Liz Arden (Barbara Bishop). A telegram informs Glen he has inherited 
relconroc and its sixty-year tenants. 

Eviction worries the Draculss (Pauls Raymond and Alex D'Arcy), 
who have arranged for institutionalized Johnny's escape. Their 
latest beverage dispenser, Am, ew o ke nm in the wine cellar with 
three other chained women, where George (John Carradine) extracts 
some of her blood with a syringe. Served in cocktail glasses filled 
with tomato Juice, hers is CXxjble-0-Positlve -a rare vintage. 

A bribed guard (John Cardos) springs Johnny [Robert Dix). Murderoue- 
ly overobliging, Johnny inflicts sn alibi slugging, becoming a 
mangy werewolf in post-protlictian TV footage. Here it is edited 
Into his prior violence with a ripply moon shot. Initially, the 
first full moon is not due yet. The werewolf aueic is also different, 
utilizing a synthesizer. Back at Falconroc, the Draculae meet 

while deviant Mango, who tends to the empties, takes tapped 
out Girl NuTter Four. After savoring their Bloody Ams, the Drsculas 
retire to their coffins, wishing each other sweet dreams. 

Fugitive hunanoid Johmy pods the kill, rate » he slays a bikinied 
girl bather, kiit>aps a hinter, atsals his car, shoots a hitchhiker 

for his food and clothing, and sends the hunter and his expediently 



Tops J. Canol Nalah 11am behaodadi Bottoai Cmsr-ri<fcaad Lon 
Chaney huge a radant to nalnd the auUance Utmt he once waa Lomie. 
Both actors were in ill tamlth iTien doing DRAOJLA VS. FItAH(D6TEIN. 
dated sedan over a precipice. At Falconroc, Johmy meets Georgs 
and they ehoot pool. Thou^t one of the "fmaily," Johnny has 
never been told why blood ie inportent. Glen and Liz arrive to 
Inepiect their new property -surprised by the youth of their hosts. 

Liz' auaplcions ere aroused et dimer when the Craculas exclude 
her and Glen. Late at ni^t, she hears acream a from the cellar. 
For TV, werewolf Johnny chases and alsye a girl who inexplicably 
pried loose her chains. Investigating, Glen and Liz encomter 
M ango. George assarts they heard e "bird." Johnny disables Clan's 
car so ha and Liz will be kept for the night of a new sacrifloe. 

When Glen and Liz explore the cellar, they discover the wonen 
and the Drsculas' caaketa. Johnny, Ceroge, and Mango chain them 
up. On-cue rats fri^ten Liz and Am who, at one (joint in this 
protracted cellar acene, stand on a film rental box. M>en a tarantu- 
la crawls up her dress, Johnny chivalrouely kills it. Am r ea eablea 
a girlfriend he killed one nconlit night. Johnny frees her, offering 
her eecapM -but thie will coet him iaiaortallty. Glen and Liz 
are spared to provide 'Tiia" and "her" hemoglobin and Glen will 
8 i 9 > Falconroc over to the Oraculn. They are Forced to eccoapany 
the others in a robed procession to s oeeside cliff where Am 
is burned at the atdie. 

Ae Clan and Liz are mads to partake in e groip toast to Lm 
(real wine), Glen throws his drirk into Johmy's face, shooting 
him with his gm. He and Liz tie the Drsculas to chairs. George 
menaces Glen with a whip and a mace, but falls down the cellar 
steps, breaking hia neck. Pleading for their iplives, the Dracules 
begin to rot ea the am rlaae. Graphic disintegration ia only 
worded by awestruck Clan end Liz -storing at nothing. The tamely 
subjective demise of the 1931 CPacule at least had the defenee 
of censorahip. In an asinine mercy twist, the Draculae rise 



fron their entity clothes end fly swey in «n entecedent to the 
hsppy ending of LOVC AT riRST BITE. 

)<wigo reneine e bone oE contention. Bullet *proof| he subdues 
Glen^ hoping to give Arm's pehao conpany by burning Liz at the 
stake. Glen buries an axe into Mango's beck, torching hin with 
gasoline. Like a burning scarecrow doing an exaggerated Frankenstein 
stagger. Mango drops to the beach below, Mhen the cast takes 
its curtain call, Barbara Bishop synbolizes the wedding plans 
of Glen ar^ Liz by posing reaplarxiently in a mod wedding gown. 

With decent color and soRie smart locations, BLOCD OF CRACULA'S 
CASTLE had a leg ip on other Adenson films for production quality. 
Too often, thou^, Adamson is ertamoured by the face attractions 
of a particular setting. The Cslifemls Marineland sequence not 
orUy goes for "cute" with various see animals hogging Glen's ler^se, 
but the imitation Tiajuana Brass rauzek scores it like a TV sd 
spot. At the inpressive Mchave Desert Castle Ranch, Adamson had 
a backgroimd that provided visual relief from some of the Vlad 
hifnr (not ell gore gags- Oolmny tells an elephant Joke). The 
vast stony ometeness of the living room wee a redeaptive value 
that presented itself only incidentally. It would seem, in DRACULA'S 
CASTLE, that if something worked it wss not where it was si^posed 
to. Glen had the funniest lines while psycho-Johnny wss more 
fri^taning th«> his after-thought werewolf self. 

Sippose Jayne Mansfield he^'t died in a gruesome auto accident, 
or BLOOD OF DRACULA'S CASTLE had been made with her sooner? khet 
kind of Couvtess Drscula might have fomd her way into THE WILD, 
WILD WORLD OF JAYtC MANSFIELD? Such hypothetical footage would 
have been a perfect conplement to her one actualized fantasy film, 
THE LOVES OF HERCLHXS. Ae Mansfield's repla c em en t, Paula Raymond 
came on as Nanette Fabrey ispersonating Yvonne De Carlo as a more 
de c ad e nt version of Lily hLrster- albeit s black gilded lily. 
John Carradine had been slated to play Dracula, but since this 
no-BcComt was a winpire, Aiex D'Arcy did the part more Juetice 
with his sticky Continental auaveness. Hence a Carradine Dracula 
film in which he was not Dracula bi.!! a stronger subordinete charact- 
er. Sometimes effective as Johnny, RoberC Oix had scary eyes 
end a twisted anile that hei^tened their gleam. 

When a financier of the film and the processing lab foreclosed, 
no one received crY/ money. This wss one reason why a planned 
sequel, DRACULA'S COFFIN, was not made. The financiers sold DRACU- 
LA'S CASTLE to Crown-InCematlonal, which pairsd it with another 
Rex Carlton film, NIGHTMARE IN WAX, in 1969. "BLOOD OF" was lapped 
off for TV. 

That year, Sherman, the president, and Adamson, the vice-presi- 
dent, founded Independent-Intemationel, "The Company that helps 
the exhibitor to make money." Its first picture, SATAN'S SADISTS, 
wes an slmcst surreslisticslly vile biker flick and the only "cult" 
Adsmeo^ film. 1.1. proposed a horror movie with Satanic overtonea 
called SATAN'S BLOODY rREM<S. Also mode in 1969, it developed 
into BLOOD OF FRANKENSTEIN, and was finally seen in 1971 as DRACULA 
VS. FRANKENSTEIN. 

9Y0t at Venice Beach, BLOOD SEEKERS (another early title) con- 
cerned Or. CUrea and hie mute "zombie" assistant Groton. J. 
Carroll Neiah was not the outset cendidete For the Dures role, 
but it wes modeled on his nefarioua Nippon Dr. Oaka in the 1943 
BATMAN serial. Daka owned a war atrocities arcade. Crippled 
Durea ran a Creature Emporlun where he sent sxeMciller Croton 
out to decapitate girls so their adrenally-enriched blood could 
create s rejuvenatory "blood" sarun. Their heads sewn back on, 
the nude sonnolent girls stood in vertical glass coffins like 
the women of VOODOO MAN with frames that Judiciously covered their 
private parts. Offered the Cures role, Paul Lukas found it too 
grisly for his palate. Broderick Crawford wss to play Sgt. Martin, 
a Missing Peracns' detective, until another Job kept him away 
and Jim Davis took over. 

The agent for both Naish and Chaney sold Sierman dsmeged goods. 
Naiah was wheelcheir-bound • Seen in another Adamson film A TIME 
TO RUN (aka THE FOIALE BUNCH), cancer-riddled Chaney was practically 
voiceless, his face bloated from chemotherapy. Thought lacking 
hie earlier roubuetnesa, Naish managed to invest hie pert with 
some feeble authority. Chaney could hardly go throu^ the motions 
of his worst Lemie inperaonation. Aging but still feisty, Angelo 
Rossitto was Grazbo, the dwarf Ei^riin barker. Hues Tamblyn 
of SATAN'S SADISTS was the main bike heavy, Rico. Because the 


rou^ cut was so ^K>rt, 9ierman added Dreculs and the Frankenstein 
monster to the script. Duree wes now the last living Frarkenstain. 

Knowing Famous Monsters would boost anything with its jovial 
editor in it, Sxsrman cast Forrest J Ackerman ss Dr. Beaumont, 
the scientist who had diecredited Frankenstein. He conceived 
the name of the painstakingly anonymous Dracula actor, Zandor 
Vorkov. His razor-angled visage was penetratingly foreign and 
he spoke in a prepossessing echo-chambered voice, but resenbled 
a court Jester with the black plague in absurd blue-lit whitefsce. 
Transported by the physique of seven-foot-four John Bloom, the 
f«jo of the monster- glopped together by FM mrtjenj discovery Tony 
Tierrwy -was like that of s conpacted bulldog encased in clay. 

Sesaoned with Hans Salter, Joe Gershenson, and Paul Sawtell 
themes, Willism Lava's last nusic score is zesty but marred with 
corny oscillating huns. The new proper begins in Oakmoor Cemetery, 
where Dracula disinters the chained monster, killing s caretaker. 
At the Creature Enporiun, foggy night cuetomer Joanla Fontaine 
(Maris Lease) wonders to the beach, where she is brutally axed. 
Against the warning of Sgt- Martin, Joanie’s older sister Judith 
(Regina Carroll), a Vegas show girl, decides to find her. 

Friendly hippies Strange (Greydon Clark) and Samantha (Arm 
Morrell), Rico's ex-girl, visit the Exporium. Ceremoniously , 
Cr wyhn grossos them out by esting a dollar billl The sole live 
"eidiibit," Groton plays Wolf Han behind a Hallcween meek. After 
closing time, Frankenstein gives agonized Groton his latest blood 
sarifo fix. In squalid, third-degree mercllees cloeeupa. Chaney 
spears to be winging it on his own pain. While Croton goes head- 
txmting, Frankenstein meets tt-sculs, recognizing his crest ring 
and the slT^iflcance of a mirror without his rsflectlon. Iteaponsible 
for the fire that injured Frenkenstein were Beaunont end his deceased 
colleagues, Steadnen and Msrkey. Besunont had experimented with 
the monster, burying it to resuiie his work later. Dracula wants 
the monster restored and the blood serum to break his a.ra. curfew. 
This particular crest ring emits a raggedly cartoonish power ray. 
A youig beach cnple (Gory Kent and Connie Nelson) datect Groton, 
who snarls like a real wolf, during his latest axe attack. 

In a cafe, Rico worries about nosy Judith and slips her an 
LSD mickey. Enticing in tl^ts, her "trip" body writhes upsidedown 
in s giant spider web. Strange and Samenths help escort the scid 
Hiss Muffet away. To revitalize the monster, Frarkenstain and 
CR'aculs use some of the thirties' Universal Frankenstein leb gear 
-seen in a kaleidoscope of weakly-tinted colors arxJ thickly hand- 
psinted imsgss -as It draws power from s passing comet. When 
[Macula materializes in his car, all tesunont does is cravenly 
aA, "Who ere you? Who are you?” Lb ahead, the monster breaks 

hie back- end almost the spine of Ackerman -when actor Blocm applied 

excess pressure. 

Off her lysergic bender, Judith meets Mike Howard (Anthony 
Eisley), a writer who knew morbid Joanie. They visit Frsrkensteln, 
who fel^ dim recall of her. At lovers' lane, the homy nonster 

attacks e couple. The girl he grebe emits umaturally shrill 

piping shrieks even funnier than the hokey heroine screams from 
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Aaron Spelling TV shcMs. Two cope oho intervene (one John Bloom’s 
old buddy, Albert Cole) die. Carried off, the girl simply dls^- 
pears. 

Rico and his pals (William Bomer and KlMile) catch Samantha 

tofclng inder a pier and try to gang-tmng her. Croton ecxires four 
>W«n he chops them He returns to Frankenstein’s lab through 

a secret entrance discovered by Hike and Judith who barge into 
the Eji^riijB throu^ the front, finding Joanie srvj Samantha. 
Since they are lovers, Frarkenatein expects their blood to yield 
reservoirs of edrenelin when affected by the trsune of seeing 
that apecial aomeone die. In the ensuing amlee, Frankenstein acciden- 
tally raaiB his wheelchair against a guillotine, servering his 
on head. lyiable to resurrect himself, his personal adrenalin 
rush is a waste. Groton chases Judith to the roof as Strange 
arrives with Hartin and several reinforcements. Martin shoots 
Groton. Ready for a coffin measure, Disney could have doiAled 
for the (.nderpsdded duimy thrown to the pav em ent if he wanted 
to die with greasepaint on. 

Who ahculd appear but CS’Scula, who hypnotires Judith, takir^ 
her to wi abandoned powerhouse, where Hike blinds the monster 
with a flare. In hia si^tless fury, he attacks DrKula. Hike 
and Judith flee, but Oracula cinders Hike with his lethal trinket. 

The last scene was filmed In New Jersey to meke use of an eapty 
chundi for CWaculs’s lair. Oracula'a mekei#) la(i<B evtn cruddier 
with soot black pools of eye shadow and a mouthful of baby shark 
teeth. He tries to vamplrize Judith, but fonder of her than that 
teeny-bopper noisebox, the monster protests. As they fi^t outside, 
Dracula’s ring slips off. Some diaaaacebly required, he kills 
the monster manually. Alarmed by the crack of dawn, [Macula retreats 
to the church. Hie lege let him down and he decays in full view 
without becoming a bat this time. Wriggling free of her bonds, 
Judith leaves the church. 

ORACULA VS. FRANKENSTEIN was Mamaon's PLAN 9 FROM OUTDt SPACE 
for epochal Jerry-rigging and celebrity debeeanent. 1. 1, felt 
thet it had to carry over the ingredients froa SATAN’S SADISTS 
to hit the same peydirt, but the Hod flavor of Venice only magnified 
the artistic acleroeis of palsied Nalsh and Chaney. The blood 
aeruB experiments hed none of the showy luriitiess of the overdone 
acid trip, and the r^>e notion of the bikers made the attack by 
Groton near-heroic. Whether the sleeping beauties would ever wake 
IV from their limbo was an mconaidered loose end. Hike lived 
in one vereion of the film, only to die in another. 

If the artifice of BLOOD SEEKERS was cnmhly, most scenes of 
Oracula and the monatar were as putrid aa deconvoeing nitrate, 
in ORACULA VS. FRANKENSTEIN, Oracula reverted to a predatory loner 
who could probably gat away with roaming Venice in his coatuae 
since most of its inhabitants are weird, while the laDneter was 
s kindergarten dips of the cliched Uiiversal chassis. Plot-propping 
parodies of their moet archaic stereotypes, the moneters were 
played by two non-antitlae, one of when was publicized as an eni^na 
for tawdry presabook copy. One potential Sbeurdity waa averted 
196S's PSVOfl) A 'GD-GD became 1966’s FIEW WIIH TIC ELECmMIC 
GRAIN iWiich in timn becmiB a zoi^ie picture releaeed in 1772, 
Guno OF GHASTLY HORROR (the zn^ie hm pictured claiming a victim) 



by inapt preparation when [kacula was sippoeed to vmpirize the 
monater (hew could that be when hia life force wee artificially 
created and his flerti dead parts?) and John Blooai's aakeip could 
not hold a pair of fangs. A film titled ORACULA VS. FRAMCNSTEIN 
should have them earn Its name, but e simpler movie called THE 
BLOOD SEEKERS would have been better off without them. Forry 
Ackerman’s ehoipoet ride sent him ip the creek and Job-related 
Injipy ween't worth the extra credit of ■ Technical Cmultant. 

Itien ORAOCA VS. FRAAKENSTEIN aired on Philadelphia's "Saturday 
Ni^it Dead,” the ”^xiBts” of Boris Karloff and tela Lugosi came 
farwerd, urging hoateaa Stella not to run any more of it. J. 
Carroll Nai^ and Lon Chaney were inavailable for comment. 

Before going to his last roimwHp in 1972, Denver Olxon played 
a frontier scout in FIVE GLOaOV GRAVES, a 1970 /Umnoi western 
written by star Robert Dix. Riding hia '^lale horse,” "Death,” 
Gene Raymond provided nming ce amentary . Hie tool, enti^iero 
gufmiui Ben Thoapean (Dix), la one of the dead living. The doomed 
living include John Carradine as a hellflre preacher, John CUdoa 
in two roles aa a savage Vacqui chief and the avenging widower 
of a slain aqumt, and Jim Davis aa her killer, a gun-rumer. 
Che dirgy snatch of muaic became a leitmotif for crisis in the 
early epiaodaa of DallM t 

Paired with FIVE BLOODY GRAVES was HORROR OF THE aoOO MONSTERS 
-a Jerry Warren clone for Adamson. Instaad of adding on to films 
he shot earlier, Adamacn made the file arouid ace ne e from a Filipino 
obaciB'lty done at Tomoraw Studios of Manila -perhaps even two. 
the alternate titles: CREATURES OF TIC PREHISTORIC PLANET, HORROR 
CREATURES V THE PREHISTORIC PLAICT, SPACE MISSION OF THE LOST 
PLAICT. and VAMPIRE ICN OF TIC LOST PLANET aiaply weren’t "Bloody." 
The Tamaraw ece n ea featured primitive vaapiric beings who redefined 
vamplriam aa a solar acoco'ge brought here deliberately so the 
slien ones could propagate. Brother Theodore ei m a ai rized vaaplre 
hiatery in the prologue end narrated. The Earth contingent -made 
ip to match the Filipino cast -flash stipid leera. The length 
of their fangs would cow e sabre-tootlmd tiger. I have seen only 
one pihllahed photo of his face, but one vampire reseablea A1 
AdeaBon. 

The tnohle cmiglnatae from the Spectnja Planet. Three astronauts 
lad by Dr. Rynning (John terradine) fly there in apace semnea 
frae Csrradine’B WI2ARD OF HARS. A cavemoua coamunicatlona chaoher 
with a view of the stare is property of TIC TIME TRAVELERS. 
The only "live" pereonnal are Col. Mwining (a noticeably pamhy 
Boh Dix) and Valerie (Vicki Volants). Whan they knock off for 


DOUBLE DOSE OF SHOCK ? 


A BkxxHirippji^ BrainTran^ant 
tumsa Maniac intoa Monster... 
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HNiopie, they connect themselves to the Electronic Sense Anplifler, 
a techno-aphrodisiac for purpoass here, invented by California 
acientist Arnold Pace Rogers. Touted as new on film, it had also 
appeared in Dr. Frankenstein's lab. Haybe this endoMed the monster 
with a libido. Carradine can be crarity in his worst films, and 
as Ryming he goes an a bitch binge, spraying the spaceship walls 
with vitriol. 

The Spectnan world is tainted by chromatic radiations. They 
ctnsist of "Spectnei X," described as a filter process that removes 
all color from a scene except one pure color, changing to various 
shades. This bogus irhenamenon is only a very basic selection 
of cheap tints meant to maak the black and white Philippine cinemato- 
graphy. Honeters run hot and coldi flimeilly-winged midget bat-men, 
snake people with rubbery earpents attached to each of their left 
arms, and crustacean claw creatures. The vanpires are at war 
with a nica tribe of hunene. One of their women had been a main 
character in the Tamarew tale and a axch-dlf ferent looking Oenifer 
Bishop plays her surrogate, Lian Halian. 

Llan is befriended by the Ryming party. A special brain comumi- 
cator turns the other ac ene o into "visione" of the vanpire plague, 
described by her In flashback. It will end soon with the imminent 
destruction of the planet. Using a natural petrolius source 
for fuel, the Ryming ship takes off. 

tXi TV, the BLOOD MONSTERS narration was cut, as were all of 
the Earth vanpire scenes (cheating ua of Adameon'a "cameo" -if 
it ware him). It was more fin than shoddy "Spactrun X" because 
it let ua uee our imsginationa. illegally. Allied Artists Video 
sold copies of HORROR mJer its VAMPIRE MEN OF THE LOST PLANET 
na me , prcapting legal flM( from I.l. 

Ota Philippine film from Hemisphere was THE BLOOD CIR1M<ERS, 
reisauad as VAMPIRE PEOPLE. Needing a co-feature, Heml^ihere 


turned to Adamaon and Sherman, who made BRAIN OF BLOOD in 1971. 
An American version of the antics on Blood Island, it was inspired 
by the 1970 death of Egyptian president Abdul Nasser. 9>ennan 
wondered what would have happened to him and his land had hia 
preserved brain lived on in a new body with the face changed by 
plastic surgery. Amir, the dying ruler of mythical Kslld, stood 
in for Nasser while Hemisphere loaned the Blood Island music of 
Tito Arevalo. 

Losing his battle with csncer, Amir (Reed Hadley) is ministered 
to by Or. Bob Nigserian (Grant Williams), loyal aide Mohsmned 
(Zander Vorkov), and hia secretive consort Tracy Wilson (Regina 
Carroll) who knows blacklisted American surgeon Or. Lloyd Trenton. 
After clinical death, Amir'# tinfoil-wrapped body la brtxjght to 
Trenton (Kent Taylor) and his dwarf helper Oorro (Angelo Rossitto) 
by Bob, Hoh a emed, and two smed guards. Trenton removes the raw, 
ketchuppy hantxjrger brsln of Amir via laser, perpetuating it artific- 
ially in his Blood-cycle Rsgrigeration unit until the awaited 
body transfer. Second minion Gor (John Bloom) ia a bucket-headed 
hulk sent to find the new one. He spots a thief sneak into the 
apartment of a girl who faints when she sees Gor. The terrified 
thief falls to his death from a fire escape. 

Trenton keeps a state-of-the-art lab tWiile his cellar is early 
medieval hellhole. He obtains blood the Count and Comtress Tomaend 
way with inpriaoned girls. One, Katherine, ia Viokl Volante, 
who again is someone who can be 'tanked on." Moat of the blood 
ia cruelly collected from another girl (Margo Hope)- aadiatic 
Dorro's "little chickadee." Removing her, he drops his keys. 
Unlocking herself, Katherine gets lost in the depths of the cellar. 
Dlssatiafiad with the broken body of the thief, Trenton decidea 
to buy time using Gor. ihder aneatheais, he remembers the tvo 
yahoos who disfigured him with battery acid. 

Hired by Trenton, Angel (Richard Smedloy), a hit man, rihs 
Bob, ttohoamed, and the guards off a mou'itain road. Only Brh sur- 
vives. In the cellsr, Katherirw finds her friend dead and sees 
old knir'B body, the noggin neatly sawed off. When Tracy joins 
Bob, they sight <Vigel. who fights Bob and escapes. His payment 
for an imconplste job is s car bonP set by Corro. 

Bob Tracy visit Trenton, seeing the new, ugly Amir, *ho 

feels betrayed. Deceitful Tracy fuels hia paranoia by claiming 
Bcb is his political enemy. Amir attacks Trenton, alugs Bob, 
and eacapea on foot with Tracy. Trenton had fitted Amir with 
8 brain detector and uses a portable laser as a direction-finder. 
Oorro drsga unconacioua Bob into the cellar, where Katherine stabs 
him with s syringe. Bob revies. The activated mini-laser gives 
Aair Excedrin-sized hsadaches. Bob and Katherine meet a boy who 
saw Aair. Sending him and Katherine sway, Bob confronts the 
others. <Viiir begs Bob to kill Trenton, who wants all Kslld. 
He has iknir chase Tracy (who falls from a cliff) and subdue Bcb, 
who is taken back to the lab. 

Trenton's pawn, Amir, returns home, wearing hia o*h face on 
Bob's head. On Kalid TV, he appoints Trenton chief of medicine. 
Trenton listens contentedly, holding the mini-leser in his lap. 
As Amir continues his pious pledge of betterment for Kalid, couiter- 
polnt flaah cuts review the sorry circiAsatances of hia comeback. 

A hybrid of Hemisphere and 1.1. styles, though released by 
the latter, BRAIN OF BL0B was a moral depiction of conpromised 
altruiaw, ending with a cynical conclusion where a mad medic who 
thinks big succeeds in taking over e anell part of the world through 
a leader brou^t down by illness and the dehuaanization of his 
cure. In his last film. Grant Williams was able to revive some 
of his Unlversal/Wamer teos. integrity, and Kent Taylor was convin- 
cingly iirperioua aa Trenton, a perfectly realized outlew scientist 
for the seventies save for a basement and twi mjarlings from 
teat-tube terror past. Artist Gray Horrm created a gen of a 
schlock paster showing the Amir Gor throttling Tracy while surgically 
-garbed Trenton shot Jagged finger-like area of energy into Amir's 
partially si^osed brain. The TV card for BRAIN OF BLOOD describes 
it as THE CREATURE'S REVENGE. 

Wamson and 9ienMn had done Bomethlng for Hemisphere, vbich 
gave beck to then FIEK> WITH THE ELECTRONIC BRAIN in 1972. For 
its wnm OF GHASTLY HORROR incarnation, a new plot wrinkle added 
a zonble. It begins chaotically when the zombie, Aero (Richard 
Smsdley), rapidly snuffs several people on a dark street, including 
a cop. Lt. Cross (Tommy Kirk) of the police receives a mailed 
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hunan head, remgitiering the Corey case at great length. Its tine 
period ia evident by Vicki Volante in a bit role as e driver Tor 
the jewel ring and lousy, tone-deaf, fifties-aoirkJing Jarz. In 
weaker form, Kent Taylor le Doe's father. Dr. Elton Corey, who 
created tero to destroy the killers of his son. 

to. V«iard left a daughter, Susan (Regina Carroll), who had 
been abroad. Corey lures her to his warehouae lab to give her 
hie zoattie drug. The process, he evplsine, is like a butterfly 
regressing to the cocoon. Cocooning partway, Susan’s skin ahrivels 
and her hair changes from ll^t to dark. Languishing in a cage, 
Aero is producing anti-bodies that fi^t his condition. Ha eacapss, 
kills Corey, and dies. Susan drinks an antidote, becoming a butterfly 
again, as Lt. Cross enters. 

Presented in 1>iil-0-Rm,” BLOOD Of GHASTLY HORROR nede a 
half-turn beck to its root source when TV named it after Doe's 
altered psychoaia, calling him THE HAN HITH THE SYNTHETIC BRAIN. 

The Adwiaon who actually liked to direct went on a roll in 
aexploit action and comedy with THE NAUGHTY STEWARDESSES, GIRLS 
FOR RENT, and BLAZING STEWARDESSES, adding to the flourish of 
fairy tele "t and a" with the sf-tinged ClI'OERELLA 2000. Hia 
only R-rated horror film was the 1978 CARRIE rip-off, NURSE SHERRI. 
The second half of the title rhymed with that of its namesake 
•hile the first was an invite for porno fans. Sam Sheitnen had 
little or no direct role in SHERRI, produced by Hark Sherwood 
«id scripted by its editors, Greg Tittinger and Hichaal Oockman. 
BEVOW THE LIVING was the requisite TV title. 

Ushered in by the One Steo Beyond theme, NURSE SHERRI wes a 
oietar to CARRIE only in the eex of its heroine and e few of her 
powers. Her every action wes the work of s dominant male apirit. 
The lord of a desert religious sect, Thamas Reinauer (Bill Roy) 
conbines astrology with Oirietian Sciancs. A con man sees 
hinaalf as e true mesai^, he is an inverted Dim Donas who performs 
resurrrections instead of leading mesa suicidea. Reinauer and 
his cohort Stevens (D.C. Mellee) bicker over how far their scam 
can go. Cki Relnauer's urging, diabetic Brother Mima swore off 
insulin vid is dead. Heading a literal "revival," Reinauer returns 
life to his decaying ahell for a moment, then suffers a heart 
attack. 

Hospitalized involuntarily, Reinauei dies ifvjer the knife, 
taken by Sherri (Dill Dacobeon), he tried to pass hie beliefs 
on to her. In love with Dr. Peter Dsamond (Geoffrey Land), her 
friende are cheery black nurse Ters Wllliame (Merilyn Doi) end 
vwther white nurse, Beth (Mary Kay Pase). While asleep, 9ierri 
is visited by Heinauer'a essence -a aparkly flow of slithering 


green matter that becomes a pulsating cloud full of narking pen 
scribble scrawls. Vaginally, he ’Wovee in," taking over Sherri. 
Tara la elated to meet Harcis Wsahlngton (Prentiss Moulden), s 
recently blinded football Jock. He wears a voodoo bracelet given 
to hin by his late grandmther. An evil spirit sensor, it wards 
off denona. It even gained hin points on the gridiron. 

Stevens was r eap on a ible in RBinauer's death only for getting 
him to the hospital. Emitting a sick, reverberant lau^, Reinauer 
plays some rickatty telekinetic prarka where the wirae do not 
have to be seen to be perceived, then poesaased Sherri kills his 
surgeons, Adamson resorts to cursory carnage like the pitchfork 
perforation of the first. Sw appears in the nurses' ah»«r room 
with B bloody mouth, inadvertently scaring Tara. 

To kill a spirit, it ia sonatimes necesaary to bum the body. 
Out of this weary ganbit, Adamson fims ip the suqxnsa. To learn 
where Reinauer is buried, inebriated Stevens badgers l^ter. Atteupt- 
ing to overtake hia car, he faces the sstral Reinauer. The angle 
la off since Stevans fires a gi.n at windshield glase below the 
face. After a roadwork barrier fashionably ahaara off the roof, 
the car fireballs down a hill. Stevens ia thrown clear. Marcus 
senses iherri’s po eseas ion, giving Tara tha bracelet for luck. 
Sherri kills another doctor. Hearing the voice of hie grandmother, 
MrciP is attacked by her. Peter has a psychiatric nurse stay 
with Sherri In her apartment. 

Itainauer bluffs Stevens into exhmting the wrong body. He takes 
it to a fcKFklry, where Adamson stages hia moet powerfully effectuel 
death acane. Lika a surface anosii of hell, it ia Stevens' way 
station to eternal dafmatlon. Palted by the cackling of his sender, 
he is willed to jimp Into a vat of molten steel. If ha ever cenea 
back, hia new birthplace will be General Hotors. To free Srerri, 
Tara end Beth pick ip Stevens' ball. Tare takes the bold Initiative 
•hile chicken Beth trode grave soil heping the worst ^lost they 
will meet is Casper. Sherri has killed the companion nurae. 
Spattered with her splatter, she attacks Peter with meat cleavers. 
khan Tara and Bath cramate Reinauer, she collapses. 

Her incubus gone to Hades, amreeic 9ierrl is hereby safe from 
ell present end future demon s . The hsnd of Reinsuer hes been severed, 
but the law exerts a technical choka-hold. To avoid jail, aha 
■miet do penance in a looney bin. 

NURSE SHERRI wae an A damec n film that copied acaneo still fairly 
new at the time, so it wes the moat ip to date. In a laldback 
hoapital locale, Adamson promoted a great deal of enpathy for 
the agreeable oharactars of hia all-urknown cast. Only Geoffrey 
Land was a full Adamsen regular. In a rather shapeless role. 
Dill Decobeon let sane Sherri take a back seat to fumy Mary Kay 
PsBB as the flip, square-peg Beth md the delectable Merliyn Doi 
as Tara. Marilyn embodied a girlish goodness aha ao e med incapable 
of sa Velvet, one of the block enforcers of lisa in HAREM KEEPER 
OF THE OIL SHIEKS (Tanya Boyd, her uncanny twin Satin, had appeared 
in Adamson's BLACK HEAT or THE MURDER GANG). Bill Roy -wherever 
he is- vanished into the abyss that swallowB so many obscure actors 
of conpelling interest who almost disappear on purpose to praoerve 
the criepnass of their first (sometlmse only) iapressicin. 

A1 Adameon left Independent-Intemational to pursue real estate. 
He now directs only when the feeling moves him Hia last credit. 
CARNIVAL MAGIC, was a family filai without a single eatanic aadist, 
naughty stewardeas, bloody brain, or posaese ed nurse in si^t. 
If mly becauae of cetain conetante and his whirlwind productivity, 
A da maon'a films made him one of the last exploitation artists 
who could be comted m sesaon after season to deliver. The progency 
of a western equivalent of hinaalf, he not only discovered two 
other aleaze filnmakers, he also married an actress elevated to 
schlock stardom by his career. Hhere would an A1 Ada m e cn Dr. 
go from there? 

ADVERTISERS, LOOK AT US( Each new isaua of MitWar aLtracts more 
and more readere. Simply stated, MlJIar reaches the hard-core 
horror/aciance fiction/fw>tasy film audiance, and they are most 
interested In products relating to the hobby. Ad rates can be 
found on the Contents page. Discover whet sdvertiaers in this 
issue are finding outi an ad in HiJAar brings reaultsl Write 
us for more detallal 

PHOTO COPY SERVICE: Write to us for our Table of Contents lists. 
We will make photo-copies of any article for AOe oar paqel 
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***** EXCELLENT 

* * * * VERY GOOD 

* * * GOOD 

* * htDIOCRE 

* WORTHLESS 

TME FLVj • • • • • 


Hhen last we encountered director David Cronerberg, he had 
tMcked away from hie idioeyncratic visions by producing the min- 
Btrem thriller, T>C DEAD ZONE, baaed i<>en 5. King's novel. The 
result MBS Bomething both wcndarful and disturbing. On the wonderful 
side, Cronenberg proved he could direct a superiorly crafted horror 
filn, that he could inspire s bevy of wonderful perfomers and 
<nold outstanding performances from all of them (especially Christo- 
pher Malken whose performance was perhaps the finest of his career) • 
Cronenberg proved beyond the shadow of a doibt that ha was a gifted, 
ijaaginat ive filmaaker with far-reaching potential that extended 
beyond gore, the “new flesh,” and phallic monsters. On the disturb- 
ing side, Cronenberg appeared to have abandoned his personalized 
vialone for the security and play-it-safe attitude that leads 
to coomercial success. 

Juet ae the premise of Cronerberg's THE FLY splices the genes 
of huiian and Fly to create a new type of organism, Cronenberg 
the filRniBker has epliced together all the elements from his diverse 
filensking career to produce the ultimate Cronenberg movie. For 
Inetance, via Geana Davia and Jeff Goldblum, Oonenberg has once 
again Inspired his actors to create emotional and inal^tful perfor- 
mances (In Goldblum's case, his beat performance since THE BIG 
CHILL). In other worde, the sia>erior techniques he executed so 
well In THE DEAD SIX are Incorporated here. 

(ki the other hand, the gore and goo he used so imeginetively 
in his earlier works such ee THE BROOD and VIOEOORCME return to 
their uifettered state here in THE FLY. Ae Goldblum's hunenity 
slowly disintegrates ee the Insect politics of the emerging "new 
fleah" materializes, as Goldblum's ears fall off, aa he begins 
to vdsit forth acids and slime, as hla chin and mouth recede and 
cruible awey, we have the merging of all of the best elements 
of Oonenberg'e Idioeyncratic technique: aberrant philosophy, 

the transformation of hunan fleah to a new level, gore and goo, 
and involving characterizstione. Cronenberg's THE FLY is not 
only an abaoluta improvement over the 19B8 original, this movie 
may very well be Cronenberg's crowning clnenetic experience thus 
fer. St is a work of vision and power, unrelenting in its gradually 
snow-balling momentun. 


PSYCHO 111: • * • • 

Anthony Perkins' portrayal of Norman Bates mv) his debuting 
role of director catapults PSYCHO 111 miles beyond the waeted 
potential of the second sequel. ttiile Perkine a^es no atteapt 
to rival the orlgintl Hitchcock-directed PSYCHO, he doee imaginative- 
ly atteapt to pay ho m age to Hitch's original vision, and the 
attaapt is largely succeaeful. 


The film's individually s> 4 >erior sequences are mere satisfying 
than the movie ae a whole, but several of these individual moments 
reflect Perkins' inspired visual eye and sense of demented hunor. 
PSYCHO Ill's best sequence diows the attempted suicide of former 
nun, Diane Sesrwid, whose slit wrists turn her bath water crimson. 
Norman Bates, wearing mother's wig, armed with his large knife, 
slowly advances ipcn the uwjspecting Scarwid. As he is ready 
to plunge the knife downward into innocent fleeh, the groggy, 
hallucinating Scarwid, her faable arme outstretched, looks up 
at the female-garbed Norman Bates, and In her mind, she sees a 
vision of the Blessed Virgin Mary. The dagger becomes s bristly 
reflective crucifix. She has fotnd ssivstion (end maybe love?) 

Later, the murder of a yoing tsrt in a telephone booth reflects 
the staccato editing and odd angle photography suggesting the 
a hower-aurder sequence of Janet Lei^ from the original. 

Another sequence whereby e corpse is hidden in an outside ice- 
chest, the sheriff sucking on bloody ice cubes, gore melting on 
his lips SB the concerned Norman looks v>, reminds the viewer 
of 8 similar sequence frait FRENZY whereby the audience notices 
clues that characters on screen should also notice tut never do. 

Even IF Anthony Perkine' direction ie sometimes overly arty 
and obvious. It is inepirad and enthuaiastic. Hia performance 
ee Karmen Batea, as ueujel, is exceptional. Never auccumblng to 
the obvious tenptation to l aap oon the nervous pevert, Perkins 
elweys brings a touch of nebillty, charm, clevemeaa, and even 
love to this hapless victim. The audience cares about the pathetic 
Norman, end Perkins never once lets his sudience down. 


RE-ANIMATOR: • • • • • 

Director Stuart Gordon’s RE-ANIMATOR msy be poor H,P. LovecraFt, 
but iu is superior ultrs-gora clneas. Working within a fairly 
low budget, director Gordon inhabits his production with enou^ 
image laden special makeup effects to satisfy the most demanding 
gore-lover: decapitation (a headless corpse carries his own human 

head), exploding intestines, re-snimsted cets, etc. All of these 
effects are realiaticelly executed which means they are deli^tfully 
atomach-t uming . 

Birt what makes RE-ANIMATOR special Is its sense of sly, twisted 
humor and its ready scceptsnce of bad taste. First of all, Jeffrey 
Coombe, portraying the obsessed Herbert West , creates an intricate 
portrayal of this generation's version of Peter Cushing's Baron 
Frankenstein, a men nho dares to poke hia scientific finger Into 
God's pie. The acting, across the board, is above average for 
a>ploitatlan cinema with the screenwriter creating believable 
hunan characters. The coaplex plot, taking twists, turns, and 
featuring nonerous surprises along the way, never succuibs to 
predictability. 

Its kinky sexuality forced RE-ANIMATOR to be released to video 
in t«« versions: its thestricsl "Wt" vid a new "R" rated version 
(which includea out-takes fren the original, many of which explein 
plcrt holes). In the "NR" version, s decapitated heed "explores” 
the naked body of lovely Barbara Crsapton who Is tied down to 
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an operating table. No subtlety here- nothing is left to the 
liiisglnationl But the manner in which this graphic, cinemtlc erotica 
is portrayed nore often induces nervous smiles and lau^ter than 
utter disgust. Stuart Gordon, being quite sxsre of the distaste 
he brings to specific avenues of the procijction (the ultra- gore, 
the perverted sexuality) becomes the neu^tly little boy who flexes 
his creative muscles as to be noticed. RE-ANIHATOR eu oc ead o only 
too well for Stuart Gordon is rapidly becoming s recognized genre 
neme. RC-ANIHATDR ie s true guilty pleasure, a film that manages 
to entertain Hhiie it grosses out audiences. 

NIGHTMARE ON ELM STREET PART 111 fREDOV'S HEVENGEi • * 

freddy Krueger mi^t be a star, but he's diddlely-squat without 
his creative father, writer/director Wes Craven (mercilessly absent 
from this qulck-bu^ sequel). Craven's original film created 
surreal/paychologlcBl horror constructed nxm the preaiieo that 
the heroine, personable Heather Lengerhamp, never knew if she 
were asleap or awake. Until the cluttered ending, Kruger could 
only enter the psyches of his intended victisB while they slept. 

In FREEOY'S REVENGE, the premise changes to a more predictable 
AMITVVILLE HORROR daman possession scenario. The differentiation 
bet*«en the state of dreaming and being awake is totally lost, 
end Craven's eerie visual nightmares- primal in their stark simplic- 
ity -are nowhere to be found. Any one of Craven's hallucinatory 
images (the black lagoon under Langenkamp'a bath water, the house 
stairs that turn to marshmallow, the family phone that sprouts 
a drooling tongue] cuts this film to ribbons. 

HIGHLANOERi • • • • 

An attempt to blend claaaic medieval fantasy-adventure (e le 
LAOYHAHKE)- commercial aulcide today -with the high-tech sheen 
of MTV music videos (thus the involvement of famed nusic video 
wizard Russell Hjlcohy here as director). If the movie-makers 
are wearing their wallets on their sleeves e little too blatantly, 
the resulting film- HIGHLANDER -is a visual delight. The action, 
pacing, and visual appearance of the film are marvelous. Self-ccn- 
scioue "arty" editing blending the sequences in the medieval world 
with those in the present high-tech culture does call attention 
to itself. the film exists in an emotional vscuun. But the set 
dasi^i, costLines, and the art direction are totally believable 
and eetisfying. The first climatic sword fi^t between Clancy 
&'own (so wonderful as the "moneter" in THE BRIDE) and Seen Connery 
contains set desi^i strai^t from a Frank Frazetta painting. 
The superficiality of the visuals and action carry the film, 
ttiile it might be easy to criticize HIGHLANDER for its ccnmerical 
compromise of creativity and its lack of emotional depth, it very 
well su cc eeds nicely on what it does well- entertain! 


INVADERS fRQM MARS: • * * 

Many people mieizxierstand Tobe Hooper's intriguing remeke of 
Wiiliwi Cameron Henziea' INVADERS fROH MARS. The original, not 
e flewlees clsseic in any sense of the word (the 78-minute film 
18 constantly being padded with military herOvare), is here reinter- 
preted by the visual eye of Hooper. Basically, INVADERS FROM 
KARS seams more a labor of love than e ccnmercially minded project 
(something that could only hinder Hocper's career after the boxoffica 
bottomed out on LIFEFORCE), s film produced not only as homage 
to Henziee, but as a tribute to the original by e fan. remake 

is too ailiy and child-like to appeal to yomg teen audiences, 
and perhaps is too techno-fleshy for lovers of the original. 
t*xi then is this film marketed for? Hocper's labor of love was 
dismissed without Forethought by almost everyone. It's their 

In texture and tone, INVWERS FROM HARS mostly reminds the 
• m«r of Disney's imaginative fantasy, RETURN TO OZ. Both films 
feature monetsra and threatening characterizatione created from 
the psychological viewpoint of young children. For instance, 
the phellic, snake-like aipreme Martian intelligence is referred 
to as "dick-head" by c^ild actor Hunter Caraon. The Martian drcnea 
are cast In the perverted likeness of Hr. Potato Head, everyone's 
cAillitiOOd toy. Louise Fletcher, portraying the caricatured nasty 
teacher/villain, iiibues her performance with all the venom which 
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every child projects into hisAmr laeet favorite tea ch e r . Hocper's 
INVADERS FROM MARS is imaginative fantasy In the most psychological 
senee. Nothing hers is realistic- huean beinga, mneters, or 
the lailitery (in every little boy's adnd there exlate the conviction 
that all generals ere ready to throw aactffity aaide and adait 
any child into their private quarters to discuss threats to nsticnsl 
sscurityi and thou^ vary silly, such e sequence does occur here). 
Acting is stilted and one-dimenslonel, but Isn't this how little 
boys envision their parents, teachers, generals, etc. 7 Hhen scented 
sinply for what it is, INVWERS FKM HARS uses its techno-veneer 
of rock video lighting, color, and effects to mirror the psyche 
of every little boy living in today's world. 

Even the entrance to the Martian speceehip la located by yoing 
Hiptar Carson who trsvels downwsrd throu^ a msze of elnoet organic 
cndsrgrcxaid timale, a syebollc deeoant from the world of reality 
Into the hellish world of a terrified yomg boy's psyche. Ones 
below the surface, the emrging, subjective child's vision takes 
over. And whet a marvelous trip it isl 

THE TEXAS CHAINSAW MASSACRE PART 2i • • • • • 

Respected acreanwritar L.M. Kit Corson [PARIS, TEXAS] and now 
mainstream horror director Tobe Hooper joined creative forces 
to make the sequel to perhaps the archetypal modem horror film, 
TEXAS CHAIN SAM MASSACRE ( a non-splatter film credited as being 
one of the first films to hereld the ultra-gore genre). 

Even thou^ OUINSAH 2 relies a little too heavily cn repeating 
the beet aequences from the original (the rituellsttc chain saw 
dance et the finale of both Fllmsi the ritualistic head-betf\ing-ln- 
the-bssin carried cut by CrsncADs), the aeouel, with makeup effects 
artist Tom Savini’s participation, becaa oe the gorefeet the original 
was unfairly branded. CHAINSAW 2 Is perverted, twisted, overly 
violent, and kirky. 1 almost feel ashamed to adnit it, bujt I 
found the movie to have moments of absolute brilliance. The film 
ia calculated to operate on so many levels: It attempts to both 
humniZB snd satirize the fractured nujclear family that lives 
and dies by the saw. Leatherface, thrusting his nen-cperational 
Chain saw along the trsahling thi^ of horlfiad radio D.J. 
Stretch as he oputtere in orgaaadc delict (she being effectively 

Freddy Krueger from NlOfTMAfC ON ElM STICET PART Hi FTCICV’S 
lEVENZ. This nmi|iii>I pmlee adien uu^iei e J to the original thriller! 




I 





43 


played by Caroline Nllli«iB)i haa e ow a thing on his mind bealdee 
alica*«td-dica. Qulchly felling In "love" with Stretchi Laatherface 
sllcea off the face of her naver-quite dead radio station assistant 
(xho, after being psrtially skirmad allvsi suddenly gets ifii frees 
the bovid hands of Stratohi apits, apologizes for literally "falling 
apart." and then dies again) and all so lovingly lays the raw, 
bloody flnh over the terrified face of Stretch. The coi^le, 
Upon Leatherface's inaiatance. than dance (Stretch being too frigh- 
tened to reaisti afraid aha will call attention to herself from 
other faadly taentjera nearby who do not realize the "toy" Leetherfece 
haa found in hie lair). Somahow this tmaettling sequence is raw- 
nerved yet strangely affecting. 

The chainsaw faailly- Tcp (Bill n»elay)> Leatherface (Bill 

Mnau'i) , and The Code (Jiai Siadew, the only original cast meaher 
to return) -turn in energetic performancea, brilliantly enacted 
aa far as making the audience believe that these are living, breath- 
ing naniaca that have cnique peroenalitiee. Owip Top, who carries 
hie dead brother, the Hitchhiker, around like a peppet, heats 
a wire hanger with his lighter to hear it aizzle when he touches 
it to the metal plate in hia skull (diacrataly hidden by a so-called 
"Sonny Bono wig"). Jim Siedow'e performa nce as The Cook, the 
annuel winner of the state's "best Oiill" contest ("it's ell 
in the meat"), is always quirky (his smila instantly rsflscts 
his demented personality), constantly yelling orders, kicking 
Leatherface in the butt, and doing whatever it td<es to keep the 
fmlly together (chaatising Leatherface for physically being attrac- 
ted to Stretdi, The Cook rantsi "You pick her over the fenlly>..the 

The real star of the production is the maeslve subterranean 
aats, Joined by swirling, twisted timels built underground e 
deserted Texas amusement park. There, long passageways imnense 
in scope are "decorated" with corpses (one even sita Slim Pickens 
Sl^uney ttaaver eenen ce d by one of the alien it on ee frosi this 
)nv'a ^tld Mar w loua" genre film of the year, the e^ierb ALIOC. 



style stop a bontil), duet, and entlcjue furniture. Hundreds of 
bare light bulbs provide the garish illumination. Juet as Hooper'e 
tcmel led down to the peychologicsl world of terror irherent 
in chilitwod fwiteey in hie INVAOCRS rnw HARS, here a similar 
network of timnela leads downward to adult hell. Art direction 
here creates an insettling, twisted world of the mderground that 
lingers long after the final credita have faded, the entire second 
half of the movie occurs erderground where Texas Ranger "Lefty" 
(Dennis Hopper), chain saws in arm, prepares to meet and defeat 
Leatherface on his home turf. Reminding viewers of a twisted 
^MXif on the STAR WARS Ught-sdier duels, sparks do fly as this 
battle of the chain saws leads out of the tunnels up to the lair 
of decomposing matriarch Grandna, a chain saw sitting on her long-de- 
caying lap. Filled with incredibly disquieting horror, stark 
visual imagery, and insane yet effective characterizations, 

TD(AS CHAINSAW MASSACRE PART 2's superiority to most other horror 
films is quickly witnessed by the viewer's Inability to easily 
laugh this barrage to the senses sway. Meeks after watching the 
nDvie, the imagery of horror continues to bum bristly in one's 
head. Pew horror films are this disturbing. few horror films 
reach Inside your psyche end tie your nerves in a knot. CHAINSAW 
2, for better or worse, maneges to effect the viewer sb few other 
horror films have ever done. 

ALIENSi • » • • • 

Being one of thoee rare people who sitiply enjoyed Janes Cameron's 
THE TERMINATOR without raving out of control, 1 was not entirely 
happy to see the schlad< "B" tiiovle-md<Br Cameron replsce the artistic 
Ridley Scott as dlrectorA'riter of ALIEN'S sequel. 

But I'll be first to admit that the relative novice filmmaker 
Cameron rises to the occasion with this visually Inepirlng, action- 
packed thriller which wisely avoids attempting to upstage the 
major artistic acconpliahnents of the original. Therefore, ALIENS 
does not continue the blatant sexual imagery initiated in ALIEN 
nor does it dazzle the eyes with psychologically rendered planet- 
scapes and alien architecture. ALIENS does not try to iM>licate 
the subtly revealed imagery of an original ell-BO-slien monster 
that appears to be indestructible. 

Inetead Cameron transforms Scott's fuYvouae in outer space 
into a Howard Hai4<s' derived wsr movte/westem (stressing male 
and female camaraderie). While the claustrophobic horror of the 
original film la maintained, the barrage of a dozen alien drones 
tpon uvsuapecting humans fosters a different variety of fear and 

The new grouvd that Cameron cuts in ALIENS makes the movie 
no longer a derivative sequel but s nevie worthy to be Judged 
as an outstanding extension of the original. First and foremost, 
it is amazing to consider the fact that such an energy-tirarged 
action-thriller develops charecterization to the degree it does. 
The emotionally involving sequen ces between Sigourney Weaver and 
Carrie Henn elevate the Heaver character to new levels of sophlatica- 
ticn and synpathy. Here she become s a multi-dimensional hunen 
being, and her performance shows growth and maturity over her 
original performance. Also, the ensemble ectlng of the military 
unit, quickly establiahed amid the hest of battle and tenee discovery 
isllows the viewer to identify and care about these characters 
to a much greater degree than the viewer identified with the cast 
of characters in ALIEN. The pacing of ALIEN was often purposely 
sluggish and aonambullatic) ALIENS' pacing ie hyper-charged. 

Even if the alien drones ere destructible, the surprise of 
the SDvie is 'Ynothar," the egg-laying maternal alien leader. 
Weaver. the aynbolic Earth-iacther , battles the rnDnater-iiiDther 
to free the cniverse from this scourge of terror. 

While Cameron's movie is superficial lacking the artistic vialon 
of the original, ALIENS, in its own ri^t, is Just ss marvelous 
a movie. Containing excellent performancea, featuring superior 
action, tension, and special effects, ALIENS is perhaps the beet 
pulp science fiction adventure to hit the theeters in a long, 
long time. 

Therefore, ALIENS is my personal choice for "Hid-Marvaloue" 
genre film of the year. Siaply put. ALIENS' Intergalsctic wallop 
strikes true to the heart of both adventure end fear. 


CContinued on page 35] 
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The following books are sveileble from FanteCo 
Enterprises, Inc., 21 Central Avenue, Dept. SSHM, 
Albany, New York 12210 (phone: »18>4£ 3-3667 ) . Please 
include $3.00 postage and handling per order. Write 
FantaCo for lists of new genre books available. 

A PICTORIAL HISTORY OF HORROR MOVIES by Denis Gifford, over-sized, 
hanirack, 232 pages, $12.00. 

The first of our two over-sized horror movie coffee-table volunes, 
inpreaaively published on glossy paper, profusely illustrated 
with more than 400 stills and posters, 16 of then in color. 

Ihe text by renowned genre writer CSnia Gifford covers ali 
the bsaes from the silent GOLEM throu^ Lon Chaney cinena, fma 
KING KONG through the "golden sge" Karloff-Lugosi IZ^iversal diillera, 
and from the curse of the 1940's "B" people throu^ British horror 
ri^t 14) mtil today's slasher filsB. While the interesting text 
rarely tells ue anything new, it ia Gifford's selection of stills 
and poster art that really puts this volune across. 

HORRORS: A HISTORY OF HORROR MOVIES by Tom Hutchinson and Roy 
Pickard, over-sized, hardiack, 192 pages, $19. 9S. 

Another pretty-to-look-et coffee-table history of the horror 
film covering the gemut fron Drscula, Med Doctors, the Undesd, 
ell varieties of movie Monsters, S.F. threats, and Future Shock, 
among others. The text is even more run-of-the-mill and siaplistic 
than Gifford's wasg however, the illustrations displaying color 
photos and color poster reproduction (lobbies from the 1931 FRANKEN- 
STEIN, the Chaney 3r. MlhHY films, etc.) alone are (aimoet) worth 
the price of the book. Here's a volune much better to look at 
than to readi 

STAY (X)T OF T« SHOWER by William Schoell. digest-size, paper, 
1S4 pages, $14.93. 

A rather interesting volune to read that analyzes 23 years 
of "shocker" films beginning with PSYOC. The scattered graphice, 
all reproduced in black-end-white, are secondary to involving 
interpretations of the birth of the modem slasher genre (here 
renamed "shocker" films). Some of the more interesting chapters 
attempt to confront "Women as Victime" differentiating between 
the audience's delict in the "sex-end-violence connection" and 
misogynous attitudes in general. Schoell, in other chapters, 
forcefully defends modem horror cinema: "the horror genre will 
always make room for creative violence. ..its (figurative) life's 
blood." Ha also profiles the best and the worst of the genre 
with 10 repreaentstive films and includes critical probes of the 
top shocker directors. Always thought-provoking, this is a volune 
that is essential to every library. 

ALFRED HITCHCOCK PRESENTS by Join TteCarty ml Briw Kelleher, 
digest-eiZB, paper, 338 pages, $12.93. 

Moet people were expecting M:Carty and Kelleher to give the 
decade-surviving Hitchcock TV serlsa the same treatment given 
TWILIGHT ZONE in the Twllltfit Zone Conpanlon by Zicree. Bjt the 
single fact remains that Hitciicack's TV aeries laatad 10 years, 
twice as long as T2, so this Hitcbcxxd: volune forgoes critical 


commentary inetead opting for a basic filmogrephy/credita/synopeis 

The book's real "meet" occurs within the first 36 pages i#iareby 
the ccaplete history of how the aeries cane to be is featured 
(answering why the then successful Hitchcock even coneidered coming 
to TV) containing interviews from varioue menbera of the creative 
Hitchcock tean. 

THE COMPLETE NIGHT OF THE LIVING DEW FILHBMK by 3o»v: Ajsso, 
Bi by 11 inches, paper, 120 pages, $12.93. 

Another laAxittant volune for the bockshalf. John Russo, 00-writer 
of the original Romero-dirsctsd NIGHT OF THE LIVING DEAD, reveals 
all the gory details how this small creative gang from Pittabur^ 
managed to create the clsseic/cult horror film of the last 20 
years (fram originsl ccncsption, prodjotion, poet-production, 
throu^ distribution). 

Written in the same off-the-wali spirit that the finiehsd movie 
oozed, Rubso'b text ie slweye cramm e d with detailed Infometion. 
The nunerous photos (many behind-the-ecenes, never before published), 
ads, mid posters (s few reproduced in color) only further drive 
home the point Juet how essential this book ia. A imjat for all 
Romero/Dsed fens. 

CULT TV by 3ohn Oavns, 8} by 11 inches, paper, 236 pages, $12.95. 

Not Juet another hacked-out book exploiting the nation's obseasion 
with noetalgia. Cult TV is a knock-out (Inpreselvely laid-out, 
concise, factual) and it is apparent that Oavna spent a greet 
deal of time researching all the diverse information. 

For axanple, examining the section on TWILIGHT ZOIC (the sane 
fonmt Is followed throughout the chapter), the reader is given 
a brief career bio of ell the creative talent and some of the 
stars, a description of the opening of the show, acme classic 
quotes from the best episodes, s run-down with synopeia of the 
best episodes, the factual origin of the aeries, and other surprising 
little-known informetlon. 

Ihe book ie divided into 'Niult Cleaeics." "Lest Cults," "IMer- 
grouxl Cults," "Prime Time Cults," "Fan Letters, " etc. While 
fsntesy/e.f. plays only a small part in the overall bock, Cult 
TV contains interesting reading from start to finish. 

PSYCHOS by John McCarty, by 11 inches, p^r, 212 pages, $12.93. 

P s vchoa is Ootn McCarty's own analysis of "paychofiliiiB," aimilar 
In approach to Schoell'a Stay Out of the Sxiw cr . However, while 
Sdnoell'a volune only analyzee the genre after 1939, McCarthy's 
more aatMtious bock goes back 80 years. T'svchoe makes Interssting 
reading offering both s thematic (chapters Include "Jekyll and 
Hyde," "Forervmers of Norman Bates," "Feamla Psychos," "Halloween 
and the Exploitation Paycho,” etc.) approach for historically 
unraveling the genre. While McCarty includes ample criticiam 
with his lengthy synapses and production details, for the moat 
part he evoida controversy which Schoell delivered to hie advantage. 
Still, Psvchoa is the most definitive history, and from the etand- 
polnt of layout and photo use (Including e small color section), 
this tfcCarty book la iapresaive. 


[Continued on Page 31} 
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DIGGINGS 


Oaar Sin 

In the Fell 198S issue oF Merguee . your review of 

METROPOLIS ststee that "Fritz Lwiq end Hiroder nust both accept 
equal credit For this." 

Mhat a vile and irreapcnsibla thing to say, as Fritz Lang, 
dead For nine years, camot deFend himself against aich a degrading 
accusation. 

Kevin Cngelnan 
Cambridge, HA 

[Mr. Engelnsn, I stand by what I said last issue. I give Lang 
the most credit for creating a film clsaalc. Sjt I extend a great 
deal of credit to Hr. Horoder For opening the film to a new genera- 
tion of SDvie viewers who ni^t not have ever seen the Film had 
it not been for Horoder. Horod e r 's heart was in the right place.-GS] 

tear Gary Svehlsi 

Michael teuiaa' well-researched article on THE INVISIBLE RAY 
was good, thou^ I wouldn't have called it an "analysis," sa that 
iaplies an examination of value aystena, themes and meanlngt bnjnas 
didn't do that. Incidentally, he's nietaken iSien he said "The 
Hangover Harders" was not filmedt it was not only filmed, tut 
was directed by none other than Jones Mnale (and wes, in fact, 
his Favorite movie). Neither Frances Drake nor Frark Lawton were 
in it, howeveri the stare were Edward Arnold, Constance CLmninga, 
and Robert Yoi^. Robert Ametrong also appeared, and the release 
title was ROOeCR LAST NIGHT? (19»). 

Also in his article, teunas aakes another error, one I wish 
WBS fact rather than legend. Ales, but BRIDE OF FRANKENSTEIN 
wss not a financial successi ae he noted, it marked the end of 
the horror period, and that's because the bottom had dropped out 
of the horror market. BRICE was a hit in reissue several years 
later- 1936, I believe -but on First release, faded From view 
all too quickly. 

Someday I an going to do an article For a general film magazine 
on all these Hollywood mythsi "Facts” that are actually fiction. 
You hear people say es if they were true things like Fatty Arbuckle 
wss guilty) his bad apeoking voice doomed John Gilbert's oareer; 
CITIZEN KATC was a boxoffice FltKii THE WIZARD OF OZ was a hit) 
3-0 novies of the '50 b used red & green glasses; Ray Bradxjry 
did not write IT DNC FROM OUTER SPACE; heavy publicity made STAR 
WARS a hit. All of these are flatly not true. And now maybe 
wa'll have to add: BRIDE OF FRAM(EN5TE1N was a hit in its first 
release. 

It takes all kinds, I suppose, but I thought Romaro's DAY OF 
THE DEAD was pretty nearly a total disaster; it was ehirill, loud, 
and ippleasant) the characters were either thinly drawn or cliches; 
meet of the acting was badly overdone; the nusic wes blatant and 
insistent) evsi the gore effects- most of which vpre drameticelly 
:mecessary -were not eepecleily well done. It's too bad there's 
no one for George Ronero to listen to, a voice that could convince 
him the script needed a heavy rewrite... 

Bill Warren 
Loa Angeles, CA 

[A review of Bill Marren's latest book. Keep Wetchlno the Scies 
Volume 11 . appears in our book review colunn this issuel -GS] 


Osar Garys 

I've Juet read your lateet edition of NicfAar end nust say it 
is (in my tfiinion) one of your best issues everl While 1 do not 
particularly enjoy reeding about the old horror pictures anymore, 
I was coapletely engrossed by the coverage of THE INVISIBLE RAY 
and OUST BREAKERS. These pieces certainly brou^t new life to 
the old chestnuts for me. 

Your Larry Cohen artlcle/interview wes Insightful and full 
of fresh ideas. 1 had l:JYCh with him during the AFH (American 
Film ftarket) last Herch end fomd him to be a regular guy, es 
conpersd to most Film typos. His Film BONE la distributed by 

my partner. Jack H. Harris, and has recently been sold to New 

World Video as HOUSEWIFE. 

The reviews are by far too full of praise to be taken seriously. 
In fact, 1 woulcFi't be surprised if acme of the distributors con- 
nectad with these films started using your coomenta in their ad 
copyt 1 aon't go Into detail, but I thirk the pressures of modem 
movie going have started to have a deteriorating effect on you, 
Gary. It must be like thet euphoric hi^ one gets when the oxygon 
becomes too thin. Whether I agree with you or not, I did enjoy 
your writing end I'm glad you feel that things are on Che upswing. 

Fred Olen Ray 
Van Mays, CA 

[Formar fan and current genre director, Fred Olen Ray is about 

to hit the "big timel" After having conpleted BIOHAZARD (with 

Aldo Rsy and Angelique Pettyjohn), THE TOMB (with John Cerradine 
and Sybil Denning], Rsy's biggest -budgeted production to date, 
JADE JUfCLE, awaits momentary release. We wish him well.-GS] 

Deer Gary: 

Responding to HidAer #34, 1 went to thank you for this wonderful 
issue and your return to the "more art" format. This is latitlng 
so much in the pro-zines; I'm afraid our imaginations may be nulli- 
fied with ell the slick vivid color photo megs. tet ink le oil 
Is power, and we like to show it off. Returning to this foriimt 
rekindled menaries of Gore Creatures I 

1 prefer the cover this time over the Jackson i E.T. ones (strict- 
ly personal). I am blown sway by Nelson's duo-tones and the graphic 
intensity of the logo. Zoom and Interview . td<e note... the magazine 
of the al^tieel Nelson's LIFE FORCE. . .utterly electrifyingl ! 
Hark Robinson's Karloff brought beck memories of teve Ludwig from 
Issues of old. Koszowaki's THING: 1 love Koszowski w>d he keeps 
getting betterl 1 can't praise the srtists and art direction on 
this issue enough! 

As for memorable filme of the past yeer, I wes struck by METROP- 
OLIS having missed every cppart:aiity to see the original. I'm 
especislly happy that I agree with you this time for best film 
choice (ret MidMar #29, page 46). Buried ipder the sutner releases 
and other zmbie fever, DAY OF THE DEAD hed its day and to my 
surprise a possible sequel. I was actually afraid that you might 
not like it, especially after bad reviews (from Siskei end Ebert) 
and poor (er) box office draws. Wss not overly inpressed with 
ELM STREET but feel this wss due to interruptions during the vid- 
viawing, so I will have to rent it again. 

James Oiederichsen (ex-editor of Terstoid/Ster Song ) 

Reno, Nevada 
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